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Preface
The dualistic nature of humankind, particularly as
represented by its head and heart, has been and will remain
central to any reading of Hawthorne.

Because Hawthorne's

use of ambiguity obscured clear definitions of even the
poles of his dualities, a reading of Hawthorne which
determines a middle ground through synthesis has been
difficult to achieve.

Instead, the process of discovery

produced from the contemplation of paradox has been
emphasized.

For readings that attempt to show what

Hawthorne himself thought was discovered, scholars have
tried turning from the texts to biographical and historical
"facts."
When these "facts" are consulted in Hawthorne's
notebooks, prefaces, essays and letters, there emerges a
writer struggling with dualities similar to those confronted
by the characters in his fiction.
will be emphasized:

Two of these dualities

the practical versus the ideal; and the

past as tradition versus the past as an impediment to man's
inevitable progress.

Though Hawthorne can be approached

fruitfully through his psychology, artistry or theology,
here his dualities will be examined from the perspective of
his existence as a political man in a political world.
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This
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approach emphasizes Hawthorne's perception of the artist's
place in society as a paradox where the artist's production
of "true" art conspires against his producing anything of
tangible use in a society that demands utility.
In his writings, the relationship between Hawthorne's
artistic and political careers is apparent even if it is
ambiguous; however, the

creative (artistic) and non -

creative (political) periods in his life are conspicuously
separate, allowing one to study his political career and his
artistic career as distinct poles of a duality.

From this

biographical angle, his life separates into four stages-each stage consisting of a creative and a non-creative
component.

This chronological approach contrasts the

development of the world around Hawthorne with his own world
view, which remained remarkably unchanged.

The approach

also demonstrates a movement between practical and ideal in
Hawthorne's life which also occurs in his fiction.
In his first period, Hawthorne grew up, went to
college, and created a reclusive environment in which to
become a great writer.

From 1830-36 he wrote some of his

best stories, including "My Kinsman, Major Molineaux," which
explored the past and looked at the effects a rigid
conservatism can have in a political world.

The story can

be read with a young Hawthorne as Robin or with an older
Hawthorne--republishing the story twenty years later--

beginning to see that he has much in common with the Major.
During the second period, from 1836-45, Hawthorne
realized that he would need steadier work than his writing
to put bread on the table.

He worked as an editor in 1836

and made some money from writing and from the release of
Twice-told Tales.

By 1839 his friends from Bowdoin,

particularly Franklin Pierce and Horatio Bridge, had secured
him a job at the Boston Custom House.

In 1841 he resigned

the position to spend a year at Brook Farm--the clearest
attempt in Hawthorne's life to resolve the conflict between
the practical and ideal.
After quitting Brook Farm and moving to the Old Manse
with his new bride, Hawthorne entered the creative component
of this period.

At the Old Manse, he tested the

instructional effects of literature with his most blatantly
allegorical stories such as "The Procession of Life,"
"Earth's Holocaust," and "The Celestial Railroad" or with
stories containing sledgehammer-like symbolism such as "The
Birth-mark" and "Rappaccini's Daughter."

This period also

produced a few stories that address the role of the artist
in society, the best being "The Artist of the Beautiful."
For all Hawthorne's apparent belief in the transcendent
power of art during this period, he did not transcend his
need to support his family.

So in 1845-46 he entered the

non-creative component of his third stage, editing The
Journal of an African Cruiser, where his curious scruples on
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the slavery issue became clear.
slavery in principle, but not in

Essentially he opposed
practice.

This

editorship, along with his publications in The Democratic
Review, helped him gain his position in the Salem Custom
House from 1847-49.

His removal from that office shocked

him into writing the brilliant introduction to The Scarlet
Letter, the Romance which began his most prolific and
successful creative period.

This period was capped by The

Blithedale Romance (1852), especially interesting for its
investigation of ideal and practical concerns in the context
of larger social movements.
In 1852, though he had acquired some fame and money,
Hawthorne turned away from art and towards his practical
concerns thereby entering the non-creative component of his
fourth and final stage.

He wrote Franklin Pierce's campaign

biography, in which his gradualist position on slavery was
clearly stated.

When Pierce was elected President, he

repaid Hawthorne's loyalty with a lucrative consulship in
Liverpool for the term of his administration, 1853-57.
After the position elided, Hawthorne remained overseas
for two years, producing The Marble Faun, which reflected
much the same Hawthorne as the one who had written "My
Kinsman, Major Molineaux."

Hawthorne's return to an America

on the brink of the Civil War in 1860 brought reality and
his artistic world into a fated collision.

He attempted two

romances but failed to complete them, while publishing Our
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Old Home with its journalistic realism and an essay,
"Chiefly About War Matters."

The essay and the dedication

to Our Old Home were hopelessly incorrect politically in the
North.

Times had changed around Hawthorne, and he knew it.

He, like Major Molineaux, had come to recognize that his
view of the world and his society's view of the world were
two different things and that there were consequences for
not seeing the difference.
Hawthorne had chosen tradition over progress--the ideal
over the practical.

He had done so based on the belief that

the ideal artist was superior to the common man, because the
artist possessed a more refined understanding and knowledge
of life. Therefore, an artist's work could encompass and
comprehend the worlds of both the common man and the man of
refined sense; but, the common man would understand only the
common thought, never

the refined.

Though he may have seen it as infra dig, Hawthorne's
practical side was attracted to writing's mercenary and
didactic effects on the common public.

However, the ideal

side over-ruled the practical, leaving Hawthorne to insist
that the greatest power of art lay in its ability to
communicate the transcendent power of eternal truths and
that only the better educated reader could understand such
an important but intangible pursuit.

By placing the highest

value on a refined understanding of the ideal, Hawthorne-like his Faustian characters--adopted a condescending, aloof

viii
relationship to the practical society.

As that practical

society changed, it left the unchanging, idealistic
Hawthorne behind; so that when he died in 1864, Hawthorne
was detached from his political society and was unsure
whether his contribution to literature had had any impact.
In the writing of this thesis the many Hawthorne
scholars that have come before had their influence, but
several were particularly important.

Randall Stewart

remains the starting place of all biographical research on
Hawthorne.

Sacvan Bercovitch united Hawthorne's use of

ambiguity in his literature to the way he viewed the world.
Judy Schaaf Anhorn described Hawthorne's movement between
the practical and ideal worlds and the analogous movement in
the works he created.

Nina Baym's book inspired the

structure of my thesis.
Dr. Charmaine Mosby, Dr. Joseph Glaser, and Dr. John
Hagaman, my thesis committee, spent much time and effort
making substantial contributions to the style, structure,
and sense of the paper.

For this and their encouragement, I

am most grateful.
This work is dedicated to my wife, Pam Bratcher, for
her patience, trust, and love.
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Nathaniel Hawthorne's life can be divided into four
periods each containing a practical and ideal component.
These components create a duality containing the dynamic
Hawthorne confronted when moving between the practical world
of work, family, and politics and the ideal world of art.
This dynamic is used to explain the ambiguity of Hawthorne's
works, pariticularly "My Kinsman, Major Molineaux," "The
Artist of the Beautiful," and The Blithedale Romance.

The

movement present in these works between practical and ideal
interests is connected to Hawthorne's view of the artist in
society, the relationship of tradition and progress, and the
issue of slavery.

The conclusion shows that Hawthorne's

pride and integrity both lifted up and undermined his art--a
paradox

keeping with Hawthorne's character

practical man and idealistic artist.

as a

The First Period:

"My Kinsman, Major Molineaux"

From an early age, Nathaniel Hawthorne knew that he
wanted to be a writer.

At seventeen, just before entering

Bowdoin College, he wrote to his mother to discuss the
various careers available to him.

He eliminated the

ministry, medicine and the law--finally selecting writing.
"What do you think of my becoming an author," he wrote, "and
relying for support upon my pen."

He further examined his

choice saying, "How proud you would feel to see my work
praised by the reviewers as the proudest productions of the
But authors are always poor

scribbling sons of John Bull.

devils and therefore Satan may take them" (qtd. in Stewart,
Nathaniel 11).
By age seventeen, Hawthorne already had framed the cost
of pursuing fame in monetary terms.

He had also realized

that, at least for him, non-literary work and authorship
were mutually exclusive.

In 1820 he wrote concerning his

job as a bookkeeper for his Uncle, "No man can be a poet and
a bookkeeper at the same time" (qtd. in Stewart, Nathaniel
7).
So seven years before Hawthorne's first published work,
Fanshawe (1828), he had recognized the difficulty of
becoming an author while making a living.

Still for nearly

twenty years, from 1821 to 1839, he devoted himself

1
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completely to the craft of writing and making a name for
himself, until --when he was nearly 35 years old--he took a
job as a weigher and gauger at the Boston Custom House.
Hawthorne's unspectacular academic success at Bowdoin
from 1821 to 1825 may not have indicated greatness as an
author, but his time at school was not wasted because he
made lifelong friends who encouraged his writing, boosted
his reputation, and provided financial assistance throughout
his career.

The most famous of these friends was

Longfellow, who wrote a glowing review of Twice-told Tales
in 1837, adding the luster of his already strong reputation
to the collection.

Another lifelong friend, Horatio Bridge,

actually paid for the printing and guaranteed the sales of
Twice-told Tales.
family friend.

Franklin Pierce also became a loyal

When elected President, he gave Hawthorne a

lucrative patronage position, and he was with Hawthorne on
the day Nathaniel died.
After Bowdoin, Hawthorne returned to Salem and lived
with his mother and sisters.

He read widely and wrote his

first romance, Fanshawe, publishing it with his own money in
1828.

Strangely for one allegedly searching for fame, he

did not attach his name to the book; however, this did not
stop him from detesting the book so intensely that he had
all the copies he could lay his hands upon burned.

His

effort at destroying any trace of the book was so
successful, that, until after his death, his wife did not
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know that he had written it.
At this time, Hawthorne also burned a number of short
stories.

Little evidence of his motives exists, but Randall

Stewart in his biography, Nathaniel Hawthorne: A Biography,
reasons that this period was a "false start" that left
Hawthorne frustrated and angry but certainly not beaten (2830).
Hawthorne's reputation for being isolated, cold and
obsessed with the existence of evil springs from this
mysterious period.

Of course, the themes and characters of

his work throughout the rest of his career also did much to
bolster this opinion of his character.

In later periods,

there is evidence of Hawthorne's everyday character outside
of his fiction, but for this period there is little but his
tales.

One that may reflect Hawthorne's state of mind in

the late 1820's is "The Devil in Manuscript," first
published in 1835, but not anthologized until 1852.

The

hero of the story, Oberon (a nickname Hawthorne used in
college), describes to a visitor why he is going to burn
stories that he, Oberon, has written:
You cannot conceive what an effect the composition
of these tales has had on me.

I have become

ambitious of a bubble, and careless of solid
reputation.

I am surrounding myself with shadows,

which bewilder me, by aping the realities of life.
They have drawn me aside from the beaten path of

4
the world, and led me into a strange sort of
solitude

a solitude in the midst of men--where

nobody wishes for what I do, nor thinks nor feels
as I do.

The tales have done all this.

When they

are ashes, perhaps I shall be as I was before they
had existence.

Moreover, the sacrifice is less

than you may suppose; since nobody will publish
them.

(331)

This passage shows Hawthorne's absorption in his
writing and his feeling that it was leading him astray from
the normal life of men.

We see his idea of his tales as

shadows of reality, and we see his career-long self
deprecating humor when he reveals that the real reason for
all this melodrama may be the lack of a publisher.
Readers of Hawthorne will also note in this passage
the concept of the "magnetic chain of humanity."

Oberon is

pulled away from the company of society by the depth of his
feelings for these stories and by the unusual way he
represents his experience.

Hawthorne also investigates the

practical and artistic ideal in Oberon's choice of a
"bubble" over a "solid reputation," that is, literary fame
and excellence over a useful and respectable career.
"The Devil in Manuscript" also, as Stewart points out,
outlines the economic forces at work in the American
literary scene of the 1820s and '30s (30).

Because of the

state of international copyright laws, American publishers
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could distribute established foreign authors without having
to pay royalties.

As a result, American authors were

obliged to pay for the publication (..f their own works and
hope that they could turn a profit.

Hawthorne did this with

Fanshawe but apparently resolved never to do so again.
Without a famous name, an American writer's only opportunity
to sell his work was by working in the short story form, a
genre much in demand at the time.

These he could sell to

the magazines of the time.
Hawthorne found just such an opportunity in Samuel G.
Goodrich, publisher of The Token, an annual literary review.
The four Hawthorne tales brought out anonymously in the 1832
edition were to have formed a larger work called The
Provincial Tales; but when Hawthorne found no publisher for
the total work, he sold the stories separately at 35 dollars
apiece.
The stories are proof in themselves that whatever had
caused Hawthorne to burn his work was not enough to stop him
from learning to write well.

In fact, these tales ("The

Wives of the Dead," "Roger Malvin's Burial," "The Gentle
Boy" and "My Kinsman, Major Molineaux") were among the best
Hawthorne would ever write.
Hawthorne looked back upon this period when he lived a
reclusive life in his "chamber under the eaves" in his
preface to the 1851 edition of Twice-told Tales and
described these stories as having "the pale tint of flowers
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that blossomed in too retired a shade" (1151).

He then

continued describing their lack of substance and effect,
concluding that these "characteristics [were] proper to the
productions of a person in retirement" (1152).
The above statements have been used by some critics,
such as Nina Baym in her book The Shape of Hawthorne's
Career, to establish that Hawthorne thought himself a weaker
writer early in his career or even that he was in fact a
weaker writer early in his career and then gained power as
he matured.

This is a view born of optimism in things

naturally progressing and improving, a view Hawthorne wished
to share about his work but was not entirely willing to
embrace.
In the preface to The Snow Image in December of 1851,
Hawthorne compared his earliest tales with his most recent:
The comparison of these various trifles--the
indices of intellectual condition at far separated
epochs--affects me with a singular complexity of
regrets.

I am disposed to quarrel with the earlier

sketches, both because mature judgment discerns so
many faults, and still more because they come so
nearly up to the standard of the best I can achieve
now.

(1156)

Hawthorne continues saying stories are not "measures of the
intellectual and moral man," and that "in youth, men are apt
to write more wisely than they really know or feel."

He
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suggests that the forming of inchoate ideas from youth into
the shape of believed precepts in the mature man is part of
the process of life; or, as Hawthorne put it himself:
the remainder of life may be not idly spent in
realizing and convincing themselves [mature men] of
the wisdom they uttered long ago.

The truth that

was only in the fancy then may have since become a
substance in the mind and heart.

(1156)

This passage or ones like it are used by some scholars
including Robert Penn Warren in his article, "Hawthorne
Revisited: Some Remarks on Hellfiredness," Richard Harter
Fogle in his book, Hawthorne's Fiction: The Light and the
Dark, and Randall Stewart in his biography of Hawthorne, to
demonstrate that Hawthorne's literary works attained a
certain philosophical tenor at the very start of his career
and that his themes were clearly enunciated then.

The rest

of his literary career was spent re-examining and reworking
these ideas with differing degrees of success.
One of the best pieces of supporting evidence for this
view of Hawthorne is the excellence of "My Kinsman, Major
Molineaux," originally published in 1832 at the beginning of
Hawthorne's literary career, but not anthologized by him
until The Snow Image (1852) at the end of his short-story
writing career.

In fact this tale is clearly superior to

all the other tales in that collection.

Only "Ethan Brand"

comes close and, significantly, much of its imagery is drawn
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from notebook entries of the late 1830's, before Hawthorne's
short-story career turned toward allegory (Stewart,
Nathaniel 48).
The general superiority of the early tales to the later
tales leads to a third critical view of Hawthorne's career
held by Robert Shulman and Rudolph Von Abele in which
Hawthorne's power as a writer is seen as gradually
disintegrating, with The Scarlet Letter being an aberration
in the pattern.

This theory is reinforced by the

superiority of the early book-length works to the later ones
[though I think most would agree The Marble Faun (1860) is
better than The Blithedale Romance (1852)), and the meager
literary output in the last decade of Hawthorne's life.
Grudgingly this view must be allowed some merit.
Grudgingly, because even though later in his career
Hawthorne seemed to lose some of his ability, he still
remained a skillful writer and a man of integrity and
courage.
Although this final Hawthorne is very much reminiscent
of Major Molineaux, Nathaniel Hawthorne in his late twenties
recalls young Robin.

In his preface to Twice-told Tales,

Hawthorne described the stories of the "Molineaux" period as
"attempts, and very imperfectly successful ones to open an
intercourse with the world" (1152).

Robin is also

attempting to open an intercourse with the world, leaving
his rural home behind for a position beside his kinsman in
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the big city.

He has obtained this opportunity by dint of

"necessary endowments."

"For I have the name of being a

shrewd youth," he tells an inquiring stranger (81-2).
Robin is as eager and earnest as he is naive--as
perhaps, Hawthorne was just before he published Fanshawe.
Both also are disabused of their notion that a place in the
world is guaranteed to them.
passage.

Instead there is a rite of

Indeed, "My Kinsman, Major Molineaux" was not

fully appreciated by critics until the twentieth century
when they applied Freudian psychology and rite of passage
theories to it (Broes 171-2).
As a rite of passage, Robin's story parallels
Hawthorne's first attempt to enter the literary field.
Robin brandishes a cudgel, and Hawthorne, a pen.

Robin

threatens to use his cudgel as a weapon to get the
Hawthorne was also inclined to see

information he wants.
his pen as a weapon.

Evidence of this is recounted in

Horatio Bridge's Personal Recollections, an important source
of biographical data about Hawthorne, particularly during
his solitary years.

Bridge wrote Hawthorne on February 1,

1837, applying a military metaphor to
of fame in literature:
of my own brass.

escribe the pursuit

"I wish I could impart to you some

You would then dash into the contest of

literary men and do honor to yourself and

to your country."

"But," Bridge continued, "you never will have confidence
enough in yourself, though you will have fame . . ." (74).
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Hawthorne and Robin are young men who needed to lean
on their pens and staves for self confidence, flourishing
them brazenly to stake a claim but retreating when
challenged or ignored.

The clearest manifestation of

Hawthorne's lack of confidence is his anonymous or
pseudonymous authorship from 1828-35.

This can be

attributed in part, as Stewart states, to the tact that
Hawthorne would frequently publish more than one work in an
issue of a magazine.

The publisher could then use

Hawthorne's anonymity to give the appearance of having many
different contributors (31).
Still Hawthorne seemed to be shy, to fear
embarrassment, to lack "brass."

He did sign some of his

stories as by the author of "The Gentle Boy" or "The Gray
Champion."

In this way some of his stories could be

identified as being the work of a single author.

By 1836,

two of his stories had received notices, one in The New
England Magazine and the other in the Anthenaeum, a magazine
published in London.

Stewart points out that the notice

from across the Atlantic must have greatly bolstered
Hawthorne's confidence in his worthiness to be ranged with
the "scribbling sons of John Bull."

The next year with the

publication of Twice-told Tales, Hawthorne had his literary
coming-out party, so to speak.
As we have said, Robin engages in a similar quest.
When, at the end of the story, he discovers that his dream
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for a new life is not what he thought it would be, he
intends to abandon it; but his new acquaintance invites him
to stay a while longer and see if he can succeed on his own
without the benefit of his kinsman (87).

This hopeful

ending, unusual in Hawthorne's work, demonstrates
Hawthorne's recognition that there was a chance to gain
literary fame but that he would have to work hard to achieve
it.

Once one's earliest hopes are smashed (for Robin that

his kinsman gives him superior standing in the community,
for Hawthorne that a good writer is accorded immediate
respect in America), it becomes possible to pursue a
rewarding life in the practical world of community.
One can also read this story as a representation of
Hawthorne's admiration of tradition and his opposition to
monarchy, particularly in the form of transferring power
through ancestry.

One will note the tension between these

two points of view, namely that the American political
tradition related in "Molineaux" is to overthrow tradition.
This tension is strengthened in that Hawthorne--almost out
of necessity as an artist in society--believed himself to be
of the elite.

As an artist, he suspected he could

understand things that most people could not.

We will

explore this idea more fully in a later chapter and return
now to the political dynamic present in "My Kinsman, Major
Molineaux."
Lawrence Sargent Hall in Hawthorne; A Critic of Society
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and others have called Hawthorne a great advocate of
democracy, but I believe this is a mistake.

The confusion

is generated from the vehemence of his anti-British stories
and the fact that there were so many of them.

It is

apparent that he was happy to see the grip of Britain gone.
It is not apparent, however, that he thought the best
replacement was a one-man-one-vote democracy.

Hawthorne did

hold the democratic principle that a man could rise on his
ability, no matter what his background; however, he did not
think able people were particularly numerous or likely to be
of a plebeian background.
Donald G. Darnell's article in The South Atlantic
Bulletin of 1977 entitled "'Visions of Hereditary Rank': The
Loyalist in the Fiction of Hawthorne, Cooper, and Frederic"
maintains that in Hawthorne's historical stories commoners
like the rebels in "My Kinsman" are coarse and brutal while
establishment figures like Major Molineaux are refined and
intelligent.

This duality in which the bad guys seem to be

superior to the good guys is deepened by Hawthorne's oft
repeated idea that men should measure their ideas for
society's improvement against more traditional ideas that
had served their ancestors for many years.
The tension between monarchist and rebel is increased
by the fact that the supposedly oppressive British are
Hawthorne's ancestors, the very tradition against which
American society should check itself.

Further, Hawthorne
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judged his merit as an author not only upon his place among
other Americans, but ultimately upon his quality as compared
to the British.
Another way some critics have resolved this duality of
unpolished Americans and urbane Britons is to see
Hawthorne's historical stories as implying a teleological
context for the American present.
as "My Kinsman,"

In this view, works such

"Legends of the Province-House," and

The

Scarlet Letter are all signposts along the way to the
America of Hawthorne's time and indeed to ours.

The

strengths and weaknesses of the people in the stories are
part of an evolving tapestry that will become America.
Hawthorne characters such as the rebels or John Endicott are
unsympathetic but necessary to make America what it is, even
though they do not necessarily represent the way Americans
are now.
Hawthorne certainly intended this sort of reading as
the text of "Endicott and the Red Cross" makes clear, but
even so his ideas about the evolution of America did not
make him a democrat; they only show him to be proud to be an
American or, more exactly, a New Englander.

Further keeping

in mind Hawthorne's belief that human nature changed, if at
all, only very slowly, and his love for allegory and
didacticism, one cannot rest on the teleological reading
alone for a full understanding of his stories.
Hawthorne's allegory is considered a weakness by most
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critics today; still, it sometimes lends an intricacy to his
work.

We will return later to the roots of Hawthorne's love

of allegory as a practical way to transcend the bounds of
literature and affect people in a specific way, while still
allowing his artistic spirit free rein.

Here we will merely

agree with many critics that Hawthorne's most effective
stories can be read as satisfying tales in themselves before
they need be read as allegories.

Most of these stories were

created before 1840 and used the alleged realism of
historical fact to bring narrative interest to the lessons
Hawthorne wished to impart.
When the allegorical and historical approaches are
placed side by side, Hawthorne's paradoxical view of the
past becomes clear.

Historically the past has been used by

those in power to sanctify the tradition that gave them
power, partly because allegorically the past represents the
"good old days," the time of innocence and understanding
when things were simple and right.

At the same time, the

past is looked upon as a benighted era of barbaric
sensibilities--a past that needed to be changed.
Allegorically those changes can be seen as evidence of
enlightenment, as a purer and more refined understanding of
man.
Human nature seems to be able to accommodate these two
views of the past and believe the past in an ideal sense was
purer morally, while also believing as concerns practical
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living such as government, plumbing, travel etc. that the
past is inferior to the present.

Hawthorne's use of

ambiguity allows the reader to choose either reading or
both.

Hawthorne, however, does not offer a synthesis,

though in "My Kinsman" by leaving Robin an opportunity to
remain in the city, he indicates that possibility.
Essentially, Robin has the choice of attempting to return to
his ideal past or of staying in the "real" practical world
and making his way.

Choosing the practical route meant to

Hawthorne pulling away from spirituality.

However, those

who relied too much on their vision of an idealized past
have a price to pay too.

Characters like Clifford Pyncheon

and Esther Dudley become isolated from society--as does
Major Molineaux who has relied too much on the past and who
pays the price by becoming the focal point of a revolt, of
the "real" history he could not see coming.
Almost any reading of Hawthorne proceeds from such an
attempt to create meaning from a duality, the most famous
being head versus heart.

As a general rule when presented

with such an either/or situation, the reader will attempt to
determine the "better" choice.

Confronted by a writer like

Hawthorne, who paints choices as clear opposites, the reader
is tempted to say one choice, if good, renders the other
choice evil, but Hawthorne insists that both poles of the
duality exist at the same time even though they may seem to
cancel each other out.

For instance, the idea that the

16
traditions of the past were pure and ideal seems to cancel
out the necessity for progress; however, for Hawthorne this
is not a contradiction.

Instead the existence of one

confirms the existence of the other.

The gray area of

ambiguity, where such a paradox may be considered if not
resolved, is the place where meaning can be found in
literature or in life.
Images of dark and light are frequently used by
Hawthorne to underscore each side of a duality, literally
suggesting a gray area between the two poles.

In this

regard, "My Kinsman, Major Molineaux" conforms to the
predominant style of Hawthorne's works.

Arthur Broes has

suggested that the tale uses Bunyan's allegory of the seven
deadly sins in Pilgrim's Progress as a source, with each
actor emerging into the light and then fading back into the
darkness.

We will not pursue this reading, except to note

the accuracy of Broes's observation on the lighting, for
example:
coat just

"Robin laid hold of the skirt of the old man's
when the light from the open door and windows of

the barbershop fell upon both their figures" (70).
With his use of dark and light, Hawthorne creates a
world where things are seen at a glance or in a shadow that
makes one uncertain what one has seen.

This forces the

reader to question what is real and what is imagination, as
Robin does while looking at the church:
There the moonbeams came trembling in . . . [an]
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awful radiance was hovering round the pulpit, and
one s31itary ray had dared to rest upon the opened
page of the great Bible.

Had Nature, in that deep

hour, become a worshipper in the house which man
had builded?

Or was that heavenly light the

visible sanctity of the place, visible because no
earthly and impure feet were within the walls?
(79)
Hawthorne does not say which interpretation is correct;
he merely observes that there is a choice.

Robin is

provoked to "shiver" by the scene and sits down, lapsing
into a very realistic reverie about his family life back on
the farm from which he awakes crying "Am I here, or there?"
He tries to keep himself awake by staring at the church,
but still his mind kept vibrating between fancy and
reality; by turns, the pillars of the balcony
lengthened into tall, bare stems of pines, dwindled
down to human figures, settled again in their true
shape and size, and then commenced a new succession
of changes.
The phrase

(80)

"vibrating between fancy and reality"

describes the dynamic that Hawthorne wished to create in the
reader.

He wished for the reader to keep both the ideal

(fancy) and practical (reality) in mind and to reach for the
meaning of the story by moving between the two.
The characters in Hawthorne's stories are involved in
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this same process.

For Robin, the whole trip into the city

seems to be a dream, and yet he knows it is real.

Still

when he has a dream of his old home, it seems more real than
the facts that he has encountered.

For instance, when

Robin meets a man with half his face painted red and the
other black (duality held in one body) he says, "Strange
things we travellers see!" (78).
Reality has not turned out to be what Robin expected,
and the rite of passage motif suggests this is an experience
common to all.

Hawthorne shows that we tend to see present

reality in terms of our past experience extrapolated into
expectations.

When those expectations and actual reality

collide, a deeper insight can occur.

Up to the point of the

epiphany, a person will resist recognizing the true nature
of the reality that surrounds him.

Hawthorne, in his life,

resisted the reality that most of the reading public did not
understand or want his stories by using his pen and creating
still more stories; Robin clings to his cudgel with the
roots of his past still attached, trying to force the
reality before him to conform to his expectations.
The shock of seeing his kinsman tarred and feathered
frees Robin from his expectations and forces him to address
the new reality around him.

Hawthorne presents this scene

in the most glaring and unequivocal light of the whole
story:

"There the torches blazed the brightest, there the

moon shone out like day .

. " (1220).

We cannot be sure
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what light it was that shocked Hawthorne into recognizing
the unromantic realities of being a writer in America;
perhaps it was the blaze (literally) of his works which had
failed and been rejected.

However, we might note that at

the end of the story Robin's cudgel is no longer mentioned,
though Hawthorne obviously has not put up his pen.

This is

important because the temptation to compare Hawthorne to his
main characters is great, even though significant
differences between himself and his characters always occur.
"My Kinsman, Major Molineaux,"

while creating a

duality based on expectations versus reality, also alludes
to the dream-like state necessary for fiction to take hold
on the reader's mind, thereby allowing the reader to move
back and forth within the duality and discover areas of
meaning.

We have already noted Hawthorne's use of the

nickname Oberon; and in this story, we see another allusion
to A Micisummer Night's Dream when he describes the night
watchman "who, like the Moonshine of Pyramus and Thisbe,
carried a lantern . . ." (76).

rhe choice of Oberon, a dark

fairy, was most appropriate for Hawthorne, for his world of
dreams, like Oberon's, was often malevolent.

The

Shakespearean allusion also fits "My Kinsman, Major
Molineaux" well because of the story's emphasis on the
relationship of dream to reality.

Shakespeare extends this

dynamic to the relationship of fictional reality to the
reality of the audience.

For instance, the play within a
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play of the rude mechanicals demonstrates the artifice
necessary to draw an audience into a story, the artifice
that allows them to make meaning of it and be affected by it
in an objective way such as with a laugh or a tear.
Sacvan Bercovitch--in his article "The A-Politics of
Ambiguity in The Scarlet Letter"--provides an explanation
of Hawthorne's use of ambiguity as an artifice to gain this
effect on the reader.

Though Bercovitch applies his

interpretation to only this one romance, saying that
"Puritan hermeneutics [offered] the clue to cultural
continuity" for Hawthorne (651), Bercovitch's central thesis
of "process as closure" and of ambiguity as the device to
engender this process seems to me applicable to any of
Hawthorne's work.
Bercovitch describes the beginning of the process this
way:
Obviously, conflict is also a form of process, but
one that assumes inherent antagonism.

Conflict

derives from a partiality that inspires
partisanship; it forces us to take positions, and
so issues in active oppositions:

one certainty

against another, one generation against the next
.

(634).

We have seen, as has Bercovitch, that Hawthorne's
dualities or in Bercovitch's terms--"bi-polar structures"-set up an inherent conflict that asks the reader to choose a
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side.

However, the "process [for Hawthorne] is a form of

partiality that accepts limitation, acknowledges its own
incompleteness, and so tends toward tolerance,
accommodation, pluralism, acquiescence, inaction"
(Bercovitch 634).

This "form of partiality" is possible

because Hawthorne uses ambiguity and a number of viewpoints
to allow the reader to look at paradoxes in more than one
way.

Each path leads to answers almost true but not quite

(634-9).

For the reader, says Bercovitch, "To interpret is

willfully, in the interests of eventual synthesis, not to
choose.

. To entertain different possibilities is to

eliminate possible divisions" (640).

That is, as long as

the process of interpretation continues, one need not choose
one of the two poles; one can stay in the gray twilight
areas where Hawthorne felt meaning in fiction was formed by
the writer and found by the reader.
In finding meaning in Hawthorne, Bercovitch says

"the

key to it all is the need for faith both in the value of
experience (shifting, private and partial though it is) and
in the prospect of ultimate hermeneutical complementarity,
as issuing in an ever-larger truth" (641).

This design is

useful for explaining how Hawthorne attempted to produce a
transcendent effect in the reader with his writing.
Hawthorne creates a setting and describes an experience in
an ambiguous way, inviting interpretation from the reader.
Then through that interpretative process of attempting to
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make sense of one side of a duality or another
(while recognizing that each pole contains truth), the
reader arrives at a meaning that reanimates the facts of the
story, starting the process of interpretation again in a new
way.
As Bercovitch might read it, "My Kinsman, Major
Molineaux" forms its plot and theme from the process of
revelation and the search for identity.

Robin, using his

"shrewdness," is trying to make sense of the world around
him and to discover his place in it.

We have already looked

at the blurred lines between dream and reality, as well as
the ambiguity concerning who are the good and bad characters
in this story.

With these dualities, Hawthorne enjoins us

to unravel the mystery along with Robin until we discover
the Major tarred, feathered and scared, who so found evokes
in us another duality of sympathy and spite.

Reading the

story as sympathetic to the Major will produce different
interpretations than would reading it as antagonistic to the
Major, but if we choose to reread in one of these ways we
would be using Bercovitch's idea of "hermeneutical
complementarity."
Therefore, what we make of the story depends much on
our own experience, but surely we sympathize with Robin's
desire to return home, while also hoping he will stay in the
city a few days longer.

For if he chooses to stay, he

perpetuates the process of making meaning of the world
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around him by continuing to learn about his expectations and
their relationship to reality.

If Robin chooses to go home,

then he is retreating from reality, trying to recapture his
expectations as they were before he entered the process of
discovering his own identity.

Indeed, we can say with

Thomas Wolfe that Robin cannot go home again because his
present experience will undermine what he expects when he
returns, in the same way the expectations which he brought
from the farm to the city affected his ability to interpret
the reality of the city.

He will not be able to see his

rural home as innocent; he will be able only to recall that
he once saw it that way.
Bercovitch's model for interpreting Hawthorne is based
on the idea that Hawthorne understood the unfolding events
in the world in terms of dualities where the meaning had yet
to be settled.

This understanding produced in Hawthorne a

quietist approach to politics which insisted that one not
hastily take one side or the other, but rather attempt a
synthesis, from which a compromise between the two positions
would emerge.

As Bercovitch demonstrates, Hawthorne's

support of the Missouri Compromise of 1850 is an example of
this idea (648-9).

The ambiguity in his stories, then,

becomes a manifestation of the way in which Hawthorne
attempted to understand and live in the "real" world.
Hawthorne's movement between jobs in the practical
world to artistic creation in the ideal world and then back
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again throughout his life, describes his attempt to find the
perfect conditions between two extremes under which to live.
In Hawthorne's stories, we also see this process, but it is
usually presented as a pursuit of some absolute by the main
character rather than as an attempt at compromise.

Ethan

Brand pursues the unpardonable sin, Aylmer perfection, Young
Goodman Brown an understanding of himself in terms of good
and evil, and Wakefield--like Robin--pursues an
understanding of his place in the world.
We may notice that the stories here cited end
tragically when the main character insists on his discovery
of a correct answer from the world's dualities.

On the

other hand, the stories with a more open-ended structure
("Wakefield," and "My Kinsman, Major Molineaux") encourage
the process of interpretation and so are less tragic, even
hopeful.

In general the stories that show a person

definitely choosing a specific view of life are tragic and
those where the character remains open to the process of
life are more hopeful.
Consumed by their goals, Aylmer and Brand ignore all
other possible views, and devise processes designed only to
achieve those goals.
wife.

Brand destroys himself, Aylmer his

Hawthorne says of Aylmer "he failed to look beyond

the shadowy scope of Time, and living once for all in
Eternity, to find the perfect future in the present" (780).
Aylmer's failure is in closing the process of his marital
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relationship.

He does so by demanding in the physical

world, perfection that belongs to the spiritual world:
"had Aylmer reached a profounder wisdom, he need not thus
have flung away the happiness, which would have woven his
mortal life of the self-same texture with the celestial"
(780).

That is, if he had kept the process open, he would

have "reached" a better interpretation than the one he has
by choosing the temporal over the spiritual.
Likewise, Young Goodman Brown errs by choosing one pole
of a duality and thus closing the process of discovery.

His

choice is to believe all people are evil hypocrites, and so
"his dying hour [is) gloom" (289).

Hawthorne clearly

develops the dream versus reality duality in this story,
producing an ambiguity that demonstrates Bercovitch's
hermeneutic design.

We ask ourselves how important it is

that our experience occur in the "real" world rather than
the "imaginative," "dream" or "spiritual" world for events
to have an effect on our spirits and our characters.

This

story shows that both worlds have their effect, but if we
stop the process of consideration and stop comparing our
real and spiritual experiences in favor of one or the other,
we follow the fate of Goodman Brown and miss the opportunity
to understand the symbiotic relationship of the spiritual
and the temporal.
In "Wakefield" as well as in "Young Goodman Brown," we
see a movement from the real world to the imagined world and
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then back again.

In "Wakefield," however, the title

character seems completely unaffected by his journey.

He

simply returns twenty years later to pick up his life where
he left off.

Important for maintaining and encouraging the

interpretive process is Hawthorne's refusal to describe what
happens upon the return of Wakefield.

Instead he combines

ambiguity with a choking off of the plot to force the reader
to consider the story further:

"This happy event

[Wakefield's return]--supposing it to be such--could only
have occurred at an unpremeditated moment.

We will not

follow our friend across the threshold" (298).
This ending rather than being definite--like those of
"The Birthmark," "Ethan Brand" and "Young Gocdman Brown"-is open as is the ending to "My Kinsman, Major Molineaux."
The conclusion encourages an approach to the tale which
Hawthorne mentions at its beginning, "Whenever any subject
so forcibly affects the mind, time is well spent in thinking
of it" (290).

And though a meaning may not be "done up

neatly and condensed into the final sentence,"

Hawthorne

"[trusts] that there will be a pervading spirit and a moral"
for

"thought has always its efficacy, and every striking

incident its moral" (290-91).

We see here the encouragement

of the thought process itself as an interpretation of the
story; so we see the consideration of various possible
themes or the thought process as the worthwhile conclusion
of a story or as closure.

To put it more plainly, the
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purpose of the tale is to make one think, not to find a
meaning.
This effort will seem to be worthwhile to the reader
only if the story first compels his further examination.
For instance, the intrigue of the plot or the excellence of
style or the relevance of the theme may produce such an
effort on the reader's part.

If it is not produced, then

the deeper effects of the story will never be pursued by the
reader.
This artistic problem was one that Hawthorne posed for
himself for the rest of his life:

how to enunciate his

themes, to draw his dualities, in a way that was compelling
enough to entice the reader into making meaning of his
stories, rather than simply reading the stories, noting the
themes present, and thinking of them no more.
To the practical Hawthorne, who needed to make a
living, this type of artistry posed the problem of being a
bit difficult for the average public to appreciate.

He

wanted to continue working out his dark and complex themes,
but he also wanted his tales to be understood and to sell.
As we will see in the next section, this struggle for
respect as an artist in society may have led him to become
overly didactic and heavy-handed with his symbolism in an
attempt to reach the public more accurately and effectively.

The Second Period:

"The Artist of the Beautiful"

By 1836 the practical world had left its calling card
in Hawthorne's empty wallet, and he began to look for a way
to make some money.

Turning to a more lucrative type of

writing, he took a position as an editor of a journal that
emphasized historical sketches:

The American Magazine of

Useful and Entertaining Knowledge.

This journal was not

only edited by Hawthorne; it was nearly completely written
by him, with much needed assistance from his sister,
Elizabeth.
Hawthorne wrote much prose in 1836, but none of it was
imaginative or creative.

He did, however, earn more money

from his writing in that single year than in all the
previous years combined.

Though Hawthorne shared Dr.

Johnson's pragmatism toward a writing career, he would not
have called the writer who pursued art for art's sake a
blockhead.

Still Hawthorne did wish writing paid a little

better.
This tension between earr;-: a living and creating art
is the major one in Hawthorne's career pattern, as it is for
many artists today.

Hawthorne, like Chaucer, worked in a

custom house and, like Chaucer, had his own Sir John of
Gaunt in the form of Horatio Bridge, who in 1837 paid for
and guaranteed the publication of Twice-told Tales.
28

Bridge
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also started looking for a government position for
During 1837-38 Hawthorne got out of the magazine

Hawthorne.

business and wrote more tales including the excellent "The
Legends of the Province House," and "Endicott and the Red
Cross" which bore the germ of The Scarlet Letter.

He also

wrote in the first of his notebooks which remain in
existence.
As strong as this work was, and even with respectable
sales of his first collection, Hawthorne was still not
earning enough to live on, and so he encouraged Bridge's
efforts to get him a job as a writer on an exploring ship.
When that fell through, Hawthorne worked as a weigher and
gauger at the Boston Custom House--a job he kept from 1839
to 1841.
Among the many scholarly analyses of Hawthorne's
conflict between earning a living and making art, Robert
Shulman's

"Hawthorne's Quiet Conflict"

"protestant

discusses the

ethic" and "Romantic artist" in Hawthorne most

clearly and convincingly.

To Shulman, Hawthorne's

discomfort as an artist who did not make money or perform a
useful function in society was a logical outgrowth of his
Puritan background.

Further, this conflict slowly sapped

Hawthorne's intellectual energy

(216).

While there is no

question that financial and social considerations played a
vital role in the quantity and style of Hawthorne's literary
output, there is some doubt concerning the extent to which
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these practical worries affected the quality of his art.
For instance, Hawthorne moved into the short story
form because of the copyright situation, and he would most
probably have produced more literature if he had not been
forced to earn a living doing something other than writing.
However, Hawthorne's dedication when he was writing would
have impressed even a Puritan, and he did not compromise or
slough off work just to get it done and sold.

Later in his

life, as the realistic novel continued to gain ground in the
reading public's taste, he stuck to the romance form that he
loved, even though his notebooks, Our Old Home and the
prefaces (particularly to Mosses from the Old Manse) show a
great ability for realism.

What we see then in Hawthorne is

a writer who refused to compromise his artistic values for
material and social gain, even though he needed money and
would have enjoyed very much the approval that earning a
living would have given him.
This is not to say that Hawthorne turned a completely
blind eye to what the public would buy.

Fairly strong

arguments can be made that the shape of each of his romances
was influenced by commercial concerns.
"The Custom House," for example, was added to The
Scarlet Letter to increase the size of the book (making it a
better buy) and because Hawthorne knew his firing was a hot
topic that would help sell copies.

If one holds my view of

Hawthorne as a writer of great taste and artistic integrity,
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then one hopes that the final chapter of The House of the
Seven Gables is a satirical comment on the tidy endings of
the times.

This sunny ending is unique in Hawthorne, and

unless a satirical argument can be made for it, easily the
worst to a Hawthorne story extant--a blatant kneeling to
commercialism.
Further, one might say that The Blithedale Romance is
an attempt to cash in on the Brook Farm experience, and one
will note that The Marble Faun contains all the elements of
a travelogue, a genre commercially popular at the time;
however, with this said and with the exception of the end of
The House of the Seven Gables, these popularizing elements
are typical of Hawthorne's technique of relating his
experience and are written with his usual taste.
When Hawthorne finally did settle into the book length
format in the early 1850s, he had a little more financial
success than he had had with the short story, but he did not
reach his goal of being able to live on the proceeds of his
literary output.

A little more than a decade earlier, in

the late 1830s, he still had had hopes of earning a living
and writing, but he quickly found that he could produce
nothing while working at the Boston Custom House.

Though he

recognized the necessity of real experience for the creation
of tales that had verisimilitude, he may have also noticed
that the kernels of his great story ideas had come not from
his life experience but from his imagination.
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If the late 1830s and early 18409 were less successful
for Hawthorne creatively, they were excellent personally.
He met and started courting his future wife, Sophia Peabody;
he became more sociable through his job; then in the spring
of 1841, he took one of his most optimistic steps, investing
hundreds of dollars of his hard-earned cash in the Brook
Farm experimental community, a communal arrangement
organized loosely around a romantic back to nature mixture
of transcendentalism and utopianism.

Here Hawthorne was

looking for a way to make a living in an idyllic setting--a
way to provide for his wife while establishing a nurturing
environment in which to write.

Hawthorne's

reaction to Brook Farm demonstrated a personal dynamic that
would occur throughout his lifetime in relation to new
surroundings: early he was enthusiastic, but gradually he
would become disillusioned.

Still, the image of Hawthorne

as aloof from society and personal contact is contradicted
by his willingness to try working within this community.
Brook Farm may be looked at as a move away from society in
general, but it was not a life of isolation.
This experiment in synthesizing practical and ideal
concerns succeeded no better than any of Hawthorne's other
attempts to combine the two.
farmer and a writer too.

He found he could not be a

About this time, he began to

realize the futility of trying to reconcile his need to
create art and his need to make a living.
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Leaving Brook Farm after about half a year, he
married Sophia and moved to the Old Manse in Concord to
resume his career as a writer.

He found himself in

financial trouble almost immediately and was very soon
looking for a government position again.

However, by nearly

all accounts, this was one of the happiest times of
Hawthorne's life.
family:

Marriage agreed with him and he started a

Una, born 1844; Julian, born 1846; and Rose, born

1851.
The mood of spiritual calm and happiness produced by
marriage is difficult to objectify, but one of the abilities
of art, is to attempt such an expression.

Hawthorne's

strong turn to allegory at this time may have been produced
by a discovery that abstract principles, such as marriage,
now had a substantial reality

o him.

Indeed throughout the tales of the Manse period (184245), Hawthorne concentrated on communicating his principles
directly and clearly to his audience.

In these tales, he is

concerned with what the artist contributes to society and
whether that contribution is worth giving or receiving.

He

is also more self-conscious than he was in the 1830s about
his method for reaching an audience, perhaps a response both
to the poor sales of his work and to the thought that people
were missing important concepts that he wanted to
communicate.
The story "The Artist of the Beautiful" (1844) is one
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of Hawthorne's clearest statements about the artist's
relationship to society.

Richard Harter Fogle in

Hawthorne's Fiction: The Light and Dark describes "The
Artist of the Beautiful" as a Pilgrim's Progress for the
artist (70).

The analogy is apt, not so much because

salvation and true art and beauty are equivalent (though
they have certainly been equated), but because the story
describes a journey for the main character, Owen Warland,
toward a goal that lies outside the temporal world, a
journey from the abstract concept to the objectification of
that concept.

Owen, like Christian, is tempted to veer from

the path as he searches for the answer to a question; but
Owen's question is: How does the pursuit of beauty affect
our spiritual and secular lives?
Owen follows the same route that Hawthorne had in
searching for this answer, moving back and forth between
artistic and utilitarian goals.

When the story opens, Owen

has a job fixing watches; but his heart wishes to follow his
visions of the beautiful in the form of a delicate
mechanical butterfly.

Three times the story traces the

movement away from idealism in art.

The forces that tempt

Owen from his path are represented by Peter Hovenden as the
utilitarian society, Robert Danforth as the desire for a
simple practical life, and Annie Hovenden/Danforth as the
force of love.
Peter Hovenden, the skeptical utilitarian who taught
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Owen his craft, demands that people in society produce
practical, tangible results.
pursuits.

He sees no purpose for Owen's

When Hovenden discovers Owen still pursuing the

beautiful, he tells him, "1 warn you again, that in this
small piece of mechanism lives your evil spirit," to which
Owen replies,
"You are my evil spirit . . . you, and the hard,
coarse world.

The leaden thoughts and despondency

that you fling upon me are my clogs . .
[Then] Peter Hovenden shook his head, with the
mixture of contempt and indignation which mankind,
of which he was partly a representative, deem
themselves entitled to feel towards all simpletons
who seek other prizes than the dusty ones along the
highway.

(915)

This exchange melodramatically lays out the forces from
the utilitarian and practical world that Hawthorne, the
artist, saw himself opposing.

Even if he could not find an

argument for his usefulness in society, he did know art was
his vocation.

His gift of writing ability was to be used

not merely to create "useful tracts" or stories that would
sell, but rather to produce transcendence through art.

We

see that Hawthorne thought that this transcendence was above
what a utilitarian could understand, when we read Hovenden's
condescension as sarcasm on the part of Hawthorne.

Still,

Hawthorne could not completely ignore the "sneer" of
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The pressure to be productive and earn a living

society.

was important, and he wanted society's respect.
As we have said, by the time "The Artist of the
Beautiful" was created, Hawthorne had probably recognized
that writing would never earn him enough to live
respectably.

So finding a position that would allow him to

earn enough money to return to writing became his only
option in a world that equated having money with having
utility.
As

an artist, Hawthorne did believe in the transcendent

power of art, but this was not enough to overcome his need
to take care of himself and be a functioning member of
society, performing measurably useful work.

To show his

writing's usefulness, he looked for a way to measure its
power over people; but since it did not sell that well (the
most obvious measurement) and it did not seem to influence
the feelings and thoughts of his readers much; he began to
despair of his ability to be effective through art.

In "The

Artist of the Beautiful" he says:
Ideas which grow up within the imagination and
appear so lovely to it and of a value beyond
whatever men call valuable, are exposed to be
shattered and annihilated by contact with the
Practical.. . . [but The artist] must keep his
faith in himself, while the incredulous world
assails him with its utter disbelief; he must stand
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up against mankind and be his own sole disciple,
both as respects his genius and the objects to
which it is directed.

(913)

The artist must look to himself to gauge the quality of
his work.

Art is a personal pursuit; it perishes when it

concerns itself with the demands and ideas of society.

The

artist becomes his own best and only critic, and the public
is the enemy.

If this is the state of things, the artist

must think himself either superior to the society at large
or inferior.

Human nature being what it is, most artists

will choose to consider themselves superior.
In a conversation with the writer and filmmaker, Tom
Marksberry, this relationship to the public was described to
me as the fraud/idiot complex.

It works this way: if the

public approves of a work, the artist feels like a fraud:
either he does not deserve the recognition or he is being
recognized for the wrong things.

On the other hand, if the

public rejects the work, then they are idiots who do not
possess the instinct or intellect to recognize what makes a
great work of art.
The refuge for the artist becomes elitism and an elite
society where his art can be appreciated by the most
perceptive.

For example, in his review of Twice-told Tales,

Poe feared that for the general public Hawthorne's work
would be "caviare" (574).

Here Poe joins Hawthorne as a

member of the under-appreciated elite, while he demonstrates
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the fraud/idiot complex in a way prevalent to this day:

the

reason great works are not recognized as such is that the
people, though pleasant and good, lack the refinement to
understand them.
In "The Artist of the Beautiful," the public that would
appreciate Owen's butterfly is represented by Hovenden, who
has the technical training to understand the complexity of
the project but lacks the spiritual insight necessary to
appreciate it.

Indeed Owen has no fawning coterie, no

person at all with whom to discuss his work.

The butterfly

seems a mere bauble, but Hawthorne tells us that Owen
smilingly does not inform the Danforths, to whom he has
chosen to unveil his invention, that "this butterfly, this
plaything, this bridal gift of a poor watchmaker to a
blacksmith's wife, was, in truth, a gem of art that a
monarch would have purchased with honors and abundant
wealth" (928-9).
Again we see, though more subtly, the elitist strain
that runs through Hawthorne's concept of art's relationship
to the public.

"A blacksmith's wife" does not have the

perceptiveness that "a monarch" would have.

It is the

aristocracy that appreciates art; the common man and woman
represented by Anne and Robert Danforth cannot understand
this work, though they are good, solid people.
As a true believer in the superiority of America,
Hawthorne faced a paradox regarding the public for his work.
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In America, where all men were equal and anyone might rise
to power, Hawthorne was lured to the rarefied heights of the
artist.

He admired the practical and hardworking Yankee as

the backbone of New England, but at the same time resented
that these Yankees did not seem to appreciate his work or
his role in the society.

As a sort of psychological

defense, Hawthorne took a stance similar to that of Owen
Warland:

He felt that he understood the practical man, but

that the practical man did not understand him.

The stance

is a comfort to the artist because it allows him to feel
superior to the masses, and it is comfortable for the masses
because they do not care what the artist thinks anyway.
There is also a political aspect to the utilitarianism
of an artist and his relationship to the society.

If the

"monarch"--but not the "poor blacksmith"-- understands the
value of art in both monetary and idealistic terms, then the
artist's value is largely determined by the upper class, the
rich, the aristocracy.

In a monarchy the artist is

subsidized by the ruling class and is appreciated by them;
however, in a democracy, the people are the ruling class--at
least in theory.

They will not support an artist whom they

do not like or understand, and who also--along with the
alleged cognoscenti--patronizes them condescendingly.
Danforth, the representative of the practical man--the
people--in "The Artist of the Beautiful" has mostly
attractive qualities.

Though Hawthorne may have looked down
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upon the common class, he did so admiringly.

Indeed we

first see Danforth in a dramatic and heroic pose:
Moving about in [the] red glare and alternate dusk
. . well worthy to be viewed in so picturesque an
aspect of light and shade, where the bright blaze
struggled with the black night, as if each would
have snatched his comely strength from the other.
(908)
As Hovenden and his daughter, Annie, watch Danforth at
the forge, Hovenden says, "I know what it is to work in
gold, but give me the worker in iron after all is said and
done.

He spends his labor upon a reality" (908).

Danforth is pictured in one of the most utilitarian of
trades during the dawn of industrialism, hammering the steel
that will create the machines, creating tools from the
material of the Earth.

He is mighty, like America--rather

than refined, like Europe.
Danforth is not menacing.

In spite of his great strength,
Rather he is generally straight

forward and sensible as are some of the other common men of
Hawthorne such as Silas Foster in The Blithedale Romance and
to a lesser extent Bartram, in "Ethan Brand."
Interestingly, all three of these common men are either left
undamaged or improved by the action of the stories, while
their intellectual counterparts suffer a more ambiguous or
terrible fate.
For purposes of contrasting the common man and the
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artist, Danforth and Owen serve well for they are in direct
competition for the attentions of Annie and the happiness of

family life around the hearth.

In allowing Danforth, the

common man, this desirable domestic prize, Hawthorne
questions the value of Owen's pursuit of the beautiful which
has cost him a rewarding family life.
In an entry from Hawthorne's American Notebooks of
about 1842, we find a glimmer of the idea for comparing
these two types of character and Hawthorne's approval of the
"natural" man over the idealist:
Mr. Hosner [a yeoman and friend of Ralph Waldo
Emerson] is more natural than ninety-nine men out
of a hundred; and he is certainly a man of
intellectual and moral substance, a sturdy fact, a
reality, something to be felt and touched.

It

would be amusing to draw a parallel between him and
his admirer, Mr. Emerson--the mystic, stretching
his hand out of cloud-land, in vain search for
something real; and the man of sturdy sense, all
whose ideas seem to be dug out of his mind, hard
and substantial, as he digs potatoes . . . Mr.
Emerson is a great searcher for facts, but they
seem to melt away and become unsubstantial in his
grasp.

(156-7)

We can certainly see Owen as a resident of "cloud-land"
and his mission as a "search for something real."

Just as
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certainly we can see Danforth as the man of "sturdy sense."
Still being an artist, Hawthorne is much more like Emerson
and Owen than he is like Mr. Hosner and Danforth.

As

practical as Hawthorne could be and as much as he appears to
prefer Mr. Hosner to Mr. Emerson, the fact of his artistic
pursuits--which he himself called shadows--shows again that
Hawthorne's practical and ideal sides were in conflict.
Intensifying this conflict was Hawthorne's view that
intellectualism was a corrupting influence on the practical
man and the artist.

In his dissertation, "Hawthorne's

Political and Social Themes," Allen D. Flint puts it this
way:
Particular personifications of the social dimension
of evil are found in one of Hawthorne's predominant
character types--the scholar-scientist as villain.
His distinguishing characteristics are elevation of
head over heart, isolation, disregard for others .
. . when [Hawthorne] wished to give added meaning
to an undesirable character Hawthorne often
referred to his scholarly nature.

(218)

Flint's analysis though accurate has in mind the
Chillingworths, Aylmers, Brands and Rappaccinis.
are "heroic" villains.

These men

Along with Coverdale and Wakefield,

Owen is relegated to anti-hero status rather than that of
true evil-doer.

However, all these characters do elevate

the head over the heart and isolate themselves from the rest
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of society.

In Owen's case, Hawthorne argues for isolation

because the utilitarian demands of society are an
inspiration-robbing temptation to an artist who pursues the
ideal.
The paradox for Hawthorne, then, is that though
intellect is needed by those who would appreciate his
stories, it also has an inherent tendency to push man away
from his heart--seat of the very sympathy needed to
communicate effectively.
In "The Artist of the Beautiful," Hovenden talks to his
daughter about the superiority of a blacksmith like Danforth
over a watchmaker, "So I say once again, give me main
strength for my money.
out of a man!

And then, how it takes the nonsense

Did you ever hear of a blacksmith being such

a fool as Owen Warland, yonder?"

(908).

Of course, seven years later Hawthorne would portray
just such a blacksmith, in Hollingsworth, who has been
corrupted by philanthropic thinking.

A similar fate befalls

Ethan Brand, who once was a lime-burner just like Bartram
but whose intellectual pursuits have pulled him away from
the simple life.

The implication is that these men would

have been better off not pursuing intellectual challenges;
they should instead have remained at their simple practical
tasks.

Indeed their intellectual curiosity is their ruin.

Danforth, however, is in no danger of being lured into
intellectualism.

His first reaction to Owen's gift is to
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admire the box that contains the butterfly, thinking that no
one would bother to make a butterfly when anyone could go
out and catch one.

When he realizes the butterfly is

mechanical, he says, "There is more real use in one
downright blow of my sledgehammer, than in the whole five
years' labor that our friend Owen has wasted on this
butterfly"

(928).

We may trace a little meanness in this statement and
After all, Danforth and

perhaps attribute it to jealousy.

Warland were competitors for Annie's attentions, though Owen
proved a most ineffectual beau.

Ineffectual though it was,

this love for Annie is the third force that pulls Owen from
his work.

Hawthorne, himself, had only recently married and

contrary to marriage limiting his artistic output, he had
churned out stories and was as happy as he had ever been.
In this difference between Owen's and Hawthorne's
biographies, we see that Hawthorne values marriage, the
communication of heart to heart, as a reward more valuable
than any gift that art can bestow.

Obviously, for Hawthorne

it was possible to have both love and art.
This is not necessarily the case for Owen who at the
opening of the story is smitten with Annie.

After hearing

her voice out on the street he says, "Annie! dearest Annie-thou shouldst give firmness to my heart and hand, and not
shake them thus; for if I strive to put the spirit of Beauty
into form, and give it motion, it is for thy sake alone"
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(911).

As the story develops, it becomes clear Annie is

more a muse than an object of love.

Owen's true love is his

work.
Later in the tale, Owen hopes that he can share his
work with Annie, and that she will be able to understand his
pursuit.

Instead she destroys his project.

His muse has

not understood at all.
"Poor Owen Warland!" [exclaims Hawthorne,] "He had
erred, yet pardonably; for if any human spirit
could have sufficiently reverenced the processes so
sacred in his eyes, it must have been a woman's.
Even Annie Hovenden, possibly, might not have
disappointed him, had she been enlightened by the
deep intelligence of love.

(918)

This passage gives us two questions:
especially understand Owen's processes?

Why would women

And how does the

deep intelligence of love enlighten?
In nineteenth century America and in Hawthorne,
artistry was often considered a feminine trait.

Priscilla

in The Blithedale Romance and Hester in The Scarlet Letter
are invested with artistic skill in sewing, and it is
implied that their ability is natural.

Miriam and Hilda in

The Marble Faun are, of course, artists in their own right.
In contemporaneous criticism of Hawthorne, many reviews
refer to his gentleness and femininity, apparently drawing
these attributes from the intricacy of his work.

At some
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point, however, his manliness is also mentioned, usually
associated with theme and philosophy (Faust 24,42).

So it

is intricacy, a delicate touch, and sensitivity that
frequently define the artistic spirit for Hawthorne.

This

sensitive creativity can be seen, for example, in
Dimmesdale, Clifford Pyncheon, or Coverdale; but it is most
evident in Owen Warland, whose "mind was microscopic, and
tended naturally to the minute, in accordance with his
diminutive frame, and the marvelous smallness and delicate
power of his fingers" (909).

We notice here that the artist

is a small, slight man, weak and given to oversensitivity
and over reaction.

For instance, when a boy, he is sickened

by seeing a steam powered engine
"monstrousness."

because of its

There is obviously no delicacy in such a

machine; but there is a great utility, and it is a powerful
symbol of progress and improvement.
Owen's reaction shows the patrician, aristocratic
aspect of the artist--who by dint of his exquisite and, he
feels, superior artistic (feminine) sensibilities--finds
himself out of the main current of society while still
believing himself more enlightened than the rest of that
society.

This leaves him struggling to communicate his art

in a meaningful way for meaningful relationships with other
people are difficult--particularly the "deep intelligence of
love."
Allen Flint traces the relationship of love, art,
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community and marriage in Hawthorne:
In Hawthorne's fiction the act or condition that
most often saves his characters from isolation-that restore them to a place on the magnetic chain
of humanity--is marriage..

. We see how

Hawthorne's own experience informs his fiction.

He

lived a life of solitude, made an abortive attempt
at rejoining the chain by joining an artificial
community, and found contentment only in marriage.
(254)
Though I would argue that Hawthorne's stint at the
Boston Custom House had already established his ties to the
community, I agree with the rest of Flint's hypothesis.
limit to the parallel between Owen and

Hawthorne himself

is the fact that Owen is not enlightened by love.
words, he falls short.

A

In other

The pursuit and love of art may be a

metaphor for the passion and commitment of marriage, but in
the end art can not substitute for the reward of human
relationships; it can only be a representation.
at once "real" and

Marriage is

"spiritual"; art can only be a copy of

this powerful synthesis.
Though he has not found love or a place in the
community at the story's end, Owen has found the ideal
nature of beauty: "When the artist rose high enough to
achieve the Beautiful, the symbol by which he made it
perceptible to mortal senses became of little value in his
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eyes, while his spirit possessed itself in the enjoyment of
the reality" (931).
Here we see the aloofness, elitism and pride with which
Owen sees his art in relation to society.

The symbol of the

beautiful which is "perceptible to mortal senses [becomes]
of little value."

Owen has abandoned any attempt to

communicate because he feels himself possessed of a more
valuable reality--an ephemeral reality.

His is a

solipsistic reward derived from the process of creation.
Approval or understanding from the community mean nothing.
Hawthorne shares Owen's understanding of the nature of
beauty, the obstacles to creating great art, and the
exhilaration and personal reward that overcoming these
obstacles can produce.

But like the Faustian Aylmer or

Brand, Owen Warland has paid a heavy price for turning his
back on community, though commensurately less in degree than
the prices paid by these other protagonists.

The practical,

realistic Danforth is given the rewards of family and hard
work, while Owen is left to wile away his days in dreamland.
Writing this story, Hawthorne may have been looking
back to a time when all he wanted was a cloister in which to
create.

Now, having started a family, he realized he had

sacrificed some valuable experiences for the sake of
writing.

At the

age of forty he wrote Bridge, "If you want

a new feeling in this weary life, get married.

It renews

the world from the surface to the centre" (Bridge 95).
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In this statement, we see that there was a powerful
rejuvenative element to Hawthorne's wedding.

We should add

here that Hawthorne did not display the dynamic of initial
enthusiasm and then a growing disillusionment when it came
to marriage.

Instead, he remained a constant husband for

all his days.
Interestingly, however, marriage did not so much change
Hawthorne's philosophy of life as confirm it.

His faith in

God and the value he placed on family and sympathy with
fellow men can be seen in early stories such as "The Gentle
Boy,"

"Young Goodman Brown," and "Wakefield."

His concept

of the artist's role in society is well-defined in "The
Devil in Manuscript."

The problems of rapid progress and

the inevitable crumbling of tradition can be seen in "My
Kinsman, Major Molineaux" or

"The Legends from the Province

House."
An idea which Hawthorne clearly understands as he
writes "The Artist of the Beautiful," but which may have
been only an inkling in the 1830s, is that the process of
creation and discovery in and through art is where art gains
its power to transcend the words on the paper or paint on
the canvas; but he was far from shedding his lifelong
preoccupation with tangible rewards.

In 1851, in a letter

to Bridge, Hawthorne wrote about his career to that point--a
career which, by the way, now contained The Scarlet Letter
and the imminent publication of The House of the Seven
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Gables.

He was forty-six years old and the father of three

children:
How slowly I have made my way in life!
is still to be done!

How much

How little work--outwardly

speaking--is all that I have achieved.

The bubble

reputation is as much a bubble in literature as in
war, and I should not be one whit happier if mine
were world-wide and time-long than I was when
nobody but yourself had faith in me.
The only sensible ends of literature are, first,
the pleasurable toil of writing; second, the
gratification of one's family and friends; and
lastly the solid cash.

(Bridge 125)

In this prioritized list of motivations for the artist,
we notice an idea similar to Owen Warland's leading the
list, the difference being that though Owen obtains a goal
when he makes his butterfly, he is not content to pursue the
process for its own sake.

On the other hand, in

Hawthorne's statement we see an appreciation for the process
of writing itself not only the end results.

When Hawthorne

does speak of useful and fulfilling results from writing, he
talks about pleasing the people nearest to him, in which he
succeeded, and making money, at which he did not fare so
well.
Some of what we might call the higher motivations for
writing are either rejected outright or not even mentioned.
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Literature as a tool for the pursuit of fame and reputation
is denounced as it always is by Hawthorne from the beginning
of his career until its end. However, on this issue methinks
he doth protest too much.
"Higher motives" not even given the dignity of a
rejection are literature as a means of improving the
morality of the reader, as a means of educating the reader
to truths great and small, or simply as a means of
entertaining the reader.

However, Hawthorne's attraction to

allegory and the production of his books for children
demonstrates some concern with all three of these ends, and
I think it is safe to say that he thought them proper
functions of literature.
Even if he failed to communicate, he was still left
with the "pleasurable toil of writing."

One wonders just

what was so pleasurable about it to Hawthorne.

For the

answer, we can look to another story about an artist from
the Manse period, "Drowne's Wooden Image."
Drowne is a competent, but unremarkable carver who
creates one great work in his life.

Unlike Owen, however,

Drowne has an artist of "true genius," Copley, residing in
the town.

Copley pays a visit to Drowne's shop and looks

over the statues there.

They are very realistic "but in not

a single instance did it seem as if the wood were imbibing
the ethereal essence of humanity"

(935).

This "essence" is a product of inspiration and
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Not only is it in the artist; it is also in his

devotion.
materials:

"The figure lies in the block of oak and it is

my business to find it," says Drowne (936).
As Copley leaves the studio, "he [beholds] Drowne
bending over the half created shape, and stretching forth
his arms as if he would have embraced and drawn it to his
heart."

The scene puts Copley in mind of Pygmallian, an apt

image here and for Owen Warland (936).

Indeed later in the

story, Hawthorne in his typically romantic and ambiguous
fashion implies that the figure--a statue of a woman--has
come to life and is walking around with a client.
Drowne's woman and Owen's butterfly being alive
symbolizes Hawthorne's wish to create a story that would
stand on its own--that is, take on a life of its own.

He

hoped his stories would capture the "ethereal essence" of
humanity.

Undoubtedly

Hawthorne had had this experience

with literature, or he would not have struggled so hard to
be a writer.
"Drowne's Wooden Image" is specifically about the
nature of inspiration and the method by which it is
captured, in contrast to "The Artist of the Beautiful,"
which portrays the relationship of the inspired artist to
the society and to himself.

Hawthorne, Owen and Drowne all

are determined, as Pope says, to "snatch a grace beyond the
reach of art."
had done so.

Hawthorne, however, was never sure that he

He did know that such insight and talent were
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priceless and were

possible only to suggest not objectify.

Drowne, like Hawthorne, can put no price on his gift:
"I have not wrought it for money" he says of the image
(939).

Neither can Drowne describe or control the source of

his inspiration.

When, at the end of the story, he loses

his artistic inspiration, he hardly remembers making the
statue; to him it seems like a dream.
Hawthorne's explanation of this loss describes artistic
inspiration as a bridge from the spiritual world to the
waking world --a bridge that is sometimes revealed to men:
In every human spirit there is imagination,
sensibility, creative power, genius, which,
according to circumstances, may either be developed
in this world, or shrouded in a mask of dulness
[sic] until another state of being.

(943)

Drowne's inspiration was not an aberration, but rather a
brief insight into a spiritual world that has a neoplatonic
character:

" Who can doubt, that the very highest state to

which a human spirit can attain, is its truest and most
natural state . . ." (943).
The "circumstance" that unlocks this world for Drowne
is not described; with Owen it is briefly touched upon or
glossed over.

Owen is already familiar with this state of

inspiration, whatever the circumstance that triggered it.
His problem is to objectify it and to overcome the forces
that neither value or understand his pursuit.

His thoughts

54
were full of bright conceptions, which gleamed
through his intellectual world, as the butterflies
gleamed through the outward atmosphere, and were
real to him for the instant.. . . Alas, that the
artist, whether in poetry or whatever other
material, may not content himself with the inward
enjoyment of the Beautiful, but must chase the
flitting mystery beyond the verge of his ethereal
domain, and crush its frail being in seizing it
Owen Warland felt the

with a material grasp!

impulse to give external reality to his ideas, as
irresistibly as any of the poets or painters, who
have arrayed the world in a dimmer and fainter
beauty, imperfectly copied from the richness of
their visions.

(916)

Here in a beautifully compact statement is the paradox
Hawthorne saw himself facing:
of the mind in words?

How to indicate the visions

Using a neoplatonic model, he sees

words as representative of ideals, though language can never
exactly communicate those ideals or even supply a palette
sufficient for such expression.

Words used to describe this

spiritual world twist it out of shape.
As we saw in section one, Hawthorne's solution to the
problem was the use of ambiguity, paradox, and multiple
meaning.

Figures are drawn in shadowy shifting light

forcing the reader to make meaning of the story and, within
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that process, come to a profounder meaning that was not
apparent at the surface.
Through the different reactions to the butterfly by
the family, Hawthorne shows that once the work is made, the
meaning is left to the "reader."

This is exemplified by the

butterfly's shining brightly when those who touch it are
impressed by its beauty, but fading when it encounters the
scorn and skepticism of old man Hovenden.

To be

appreciated, art must have an audience willing to understand
and engage the work.

However, an attempt to understand that

examines the work too closely will destroy it.

When the

little infant Hovenden, who bears a strong physical
resemblance to his grandfather, grabs the butterfly and
crushes it to shards, he has examined too closely.
"reading" has demanded too much of the text.

His

The spirit of

a work of art can be discovered only in contemplation, not
in vivisection.
Hawthorne --though he understood the method of evoking
the transcendent experience in the reader through
suggestion--did not practice what he preached at this time.
Instead, the stories of the Old Manse period are either
straight allegories or stories with symbolism so heavyhanded as to leave little need for contemplation or wonder.
I believe his turn to heavy-handedness when
manipulating theme may have sprung from a distrust of the
reader's ability to read his work correctly.

He wanted the
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reader to understand clearly what he meant by the stories
because he felt the lessons too important to be left to
speculation that might invite misinterpretation.
Consequently, with the exception of "The Birthmark" and
perhaps "Rappaccini's Daughter," none of the tales from this
period is up to the level of the best stories of the 1830s.
Rudolph Von Abele in The Death of the Artist: A Study
of Hawthorne's Disintegration uses Hawthorne's symbolism to
trace his alleged decline in skill as a writer.

He sees

Hawthorne's problem with the symbol as a failure to
establish the symbol's reality within the context of the
story and only then infuse it with added meaning.

Instead

Hawthorne created symbols that did not "rationally" interact
with the story (30)

Von Abele concedes that Hawthorne's

symbolism does work in The Scarlet Letter attributing the
effectiveness to the "density" of the romance.

I would

argue that a number of the short stories also contain
effective symbols under Von Abele's definition--for
instance, Robin's staff, Georgiana's hand, Hooper's veil or
Faith's ribbon; however, overall I must agree thaL Lile
effectiveness of Hawthorne's short stories declined the
longer he worked in the form.

I attribute this to

Hawthorne's move toward allegory and away from telling a
story that could be taken into the imagination and processed
for meaning there.
For instance, in "The Artist of the Beautiful"
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Hawthorne writes, "Owen Warland's story would have been no
tolerable representation of the troubled life of those who
strive to create the Beautiful etc." (921).
crux of the problem.

Here we see the

Rather than telling a story about an

artist, Hawthorne is fashioning a "representation," an
allegory of the pursuit of the artist.

We follow this

story, not so much because it is an interesting tale, but
because it sheds light on the thoughts of a writer who has
created fiction much more engaging than this.
On the matter of symbolism as well as all other
subjects concerning his own writing, Hawthorne was his own
best critic.

In the introduction to "Rappaccini's

Daughter," he writes a biography of the alleged author of
the work, Aubepine.

The subject is clearly Hawthorne

himself:
He seems to occupy an unfortunate position between
the Transcendentalists . . . and the great body of
pen and ink men . . . too remote, too shadowy and
unsubstantial in his modes of development, to suit
the taste of the latter class, and yet too popular
to satisfy the spiritual or metaphysical
requisitions of the former. . . . [He] might have
won . . . greater reputation but for an inveterate
love of allegory, which is apt to invest his plots
and characters with the aspect of scenery and
peop2e in the clouds, and to steal away the human
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warmth out of his conceptions.

(975)

Along with perceptiveness we see Hawthorne's humor and
modesty again.

His concerns for the practical effects of

his stories can also be seen in his recognition that it is
difficult to make complex ideas palatable.

He seems not to

realize that he had already succeeded at this with his early
stories, probably because nobody bought them or talked about
If no one bought them, obviously he was not

them.

communicating.

In this light, we can understand a turn to

allegory as an attempt to find a form where complex ideas
may be more clearly drawn.
The "lack of human warmth" in his stories was a problem
for Hawthorne, who believed the human heart--the center of
good and evil--could be affected and changed for the better
by art as well as love.

So the practical concern most

affecting Hawthorne's idealistic art is discovering a method
to influence the heart with words.

However, the harder he

tried to do this consciously, the less effective he was.
Hawthorne, it appears, was an organic writer in the
Coleridgian sense.

When he was inspired, the writing seemed

to pour off his pen (The Scarlet Letter was written in less
than six months).
not in this period.

He did not slave over creating, at least
Inspiration was everything to the

quality of a story, and Hawthorne's life is a search for
that "circumstance" that would produce an illuminating
spark.

We may say that the stories of this period had more
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to do with trying to explain this spark than with producing
a flame.

The Third Period:

The Blithedale Romance

By the mid 1840s, Hawthorne had more pressing concerns
than searching for inspiration.
his family.

He needed money to support

He had been publishing articles and tales in

The Democratic Review, and he had a publishing arrangement
with Wiley-Putnam for Mosses and to edit The Journal of an
African Cruiser, Bridge's account of a naval mission to
Africa.

Still Hawthorne would write Bridge, "I am forced

to write for hard small gains.

If we have a democratic

president next year, I shall probably get an office"
(Bridge 98).
Indeed a Democrat, Polk, was elected and then
In his dissertation, "The

inaugurated in March of 1845.

Political Life of Nathaniel Hawthorne," Cortissoz documents
Hawthorne's campaign for a post-master's position and
finally for a position at the Salem Custom House.

We will

not retrace the detailed discussion by Cortissoz, but he
clearly shows that Hawthorne was quite adept at the
political patronage game (46-68).

It should be noted that

Hawthorne never saw these patronage jobs as a pursuit of
power.

His ambition always lay in the field of writing;

his loyalty was to his family and friends.
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At this point, Hawthorne was clearly not detached from
the world socially or politically, and he spent three years
earning money for his family.

When the Whigs and Zachary

Taylor were inaugurated in March of 1849, the patronage
system that got Hawthorne in, got him out.
Hawthorne's removal incited a political battle between
the Whigs and the Democrats.

The argument was possible due

largely to Hawthorne's standing as a writer, which allowed
the Democrats to say that his appointment was not political
and led the Whigs to accuse Hawthorne, unjustly it appears,
of malfeasance and misfeasance. In fact the argument was so
protracted that fifteen months passed before a new
appointment could be made by the Whigs (Cortissoz 72-106).
In the meantime, the Democrats painted Hawthorne as an
innocent artist--a victim of Whig philistines.
newspaper columnist said,

Oae

"We should have still looked to

see an exception made in the case of our gentle Elia of our
American Literature . • . why this act is perfectly
disgusting . . . The man who would knowingly commit such an
act would broil a hummingbird, and break a harp to pieces
to make the fire" (qtd. in Cortissoz 87).
As a result of this intense controversy, Hawthorne
might have recognized that being a writer did carry some
prestige in America and that it was a tangible thing to the
extent that that prestige could be added to the reputation
of a group or individual; but, as Cortissoz concludes about
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the reasons for Hawthorne's appointments, "[They] were
awarded to him as a beneficiary of the 'spoils system'.
his literary contributions were by no means considered
sufficient grounds for an appointment" (6).
The Custom House incident is of interest today
primarily because it inspired the introductory chapter to
The Scarlet Letter.

This introduction remains one of the

strongest expositions in our literature on the social and
economic forces that confront the American writer, forces
that drain away creativity and imagination.

These are the

same forces dealt with in "The Artist of the Beautiful,"
but here because Hawthorne is grounded in real experience
rather than a representation through allegory, they seem
more potent and literarily effective.

This is how

Hawthorne describes the effect of the Custom House on his
ability to write:
So little adapted is the atmosphere of a CustomHouse to the delicate harvest of fancy and
sensibility, that, had I remained there through
ten Presidencies yet to come, I doubt whether the
tale of "The Scarlet Letter" would ever have been
brought before the public eye" (148).
He describes his imagination while working for wages
as a "tarnished mirror" where characters and events simply
not come to life vividly.

do

He imagines characters in the

mirror saying to him, "The little power you might once have
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possessed over the tribe of unrealities is gone!
bartered it for a pittance of public gold.

You have

Go, then, and

earn your wages!" (148).
Hawthorne was selling his soul--his literary ability-to "earn his wages."

There is no modest deprecating of this

ability in practical terms; instead literary ability is a
valued possession.

The practical world of work collides here

with the ideal world of art as clearly as when the butterfly
in "The Artist of the Beautiful" brushes the ceiling or when
it is crushed in the infant's hand.

In the Custom-House

practical realities were undermining Hawthorne's art.
Hawthorne needed time to meditate and write.
of job conspired against this.

Any kind

Hawthorne says, "The same

torpor, as regarded the capacity for intellectual effort,
accompanied me home, and weighed upon me in the chamber
which I most absurdly termed my study":
I sat in the deserted parlor, lighted only by the
glimmering coal-fire and the moon, striving to
picture forth imaginary scenes, which, the next
day, might flow out on the brightening page in many
hued description.

(149)

By firelight and moonlight the "room [becomes] a
neutral territory, somewhere between the real world and
fairy land, where the Actual and the Imaginary may meet, and
each imbue itself with the nature of the other" (149).

This

shifting light describes the symbiotic nature of Hawthorne's
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ambiguities in his best stories.
At this time, however, Hawthorne was creating no such
work:
But, for myself, during the whole of my CustomHouse experience, moonlight and sunshine, and the
glow of firelight, were just alike in my regard;
and neither of them was of one whit more avail than
the twinkle of a tallow-candle.

An entire class of

susceptibilities, and a gift connected with them,-of no great richness or value, but the best I had,
--was gone from me (150).
Hawthorne shows that though imagination may not be
something one can pick up and hold, it is still something
very real to him and valuable.

It provided him the inspired

moment produced from meditation, which seems to have been
the only source of creative fiction that gave Hawthorne
artistic satisfaction.

He was capable of more realistic and

less fanciful writing, but like Owen Warland he pursued the
beautiful rather than the practical.
Hawthorne was fully aware of this choice between
beautiful and practical, and its results.

Criticizing his

own inability to write about realistic experience, he sees
in the Custom House that "a better book than (he would)
write was there . . . " (151).

He says, however,

There was no occasion to make much moan about this
state of affairs.

I had ceased to be a writer of
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tolerably poor tales and essays, and had become a
tolerably good Surveyor of the Customs.
all.

That was

But, nevertheless, it is anything but

agreeable to be haunted by the suspicion that one's
intellect is dwindling away .

.

(151)

The diminution of his intellectual life, no matter how
non-utilitarian that life may have been, was having a
negative effect on Hawthorne's character--a measurable,
observable, practical effect.

He was becoming a lazy,

stupid bureaucrat like those around him.

When Hawthorne was

finally fired, it was exactly what was needed to get him
back into writing.
Though Hawthorne usually saw his periods of working
outside of literature as stultifying, he could every now and
then recognize ways that work experience had a positive
effect on his art.

In the introduction to The Scarlet

Letter he states:
In the Custom House, as before in the Old Manse, I
had spent three years; a term long enough to rest a
weary brain; long enough to break off old
intellectual habits, and make room for new ones.
(155)
This opportunity to rest lasted "too long"; however, we see
a need in Hawthorne to shift gears and "rest his weary
brain" so as to resume writing refreshed.
George Hillard, a friend to Hawthorne, also saw
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positive effects from practical world experience on the
quality of Hawthorne's literature:

The years in the Custom

House "took him out of the world of dreams into the world of
life . . .

they sharpened his powers of observation.

They

kept the rust and mold from gathering on his mind" (qtd.in
Cortissoz 117-8).

However, it is often argued that the

works where Hawthorne relies upon real events for
inspiration (The Marble Faun, Blithedale) are inferior to
those inspired by histories and his own imagination (The
Scarlet Letter, The House of the Seven Gables).

Sometimes

Hawthorne's attempts at a realistic setting appear
superfluous to the tale he has created, but sometimes, as is
the case with juxtaposing "The Custom House" to the rest of
The Scarlet Letter, he succeeds in suggesting the region
between the real world and the world of imagination.
Hawthorne's ability to communicate realistic events, then,
can be said to be as important to the effect of his work as
the formidable power of his imagination because that ability
allows him to shape convincingly both the practical and
ideal poles of a dualistic version of reality.
Whatever effects the Custom House had on Hawthorne's
mind, Hawthorne's body was ready to move on by the time The
Scarlet Letter was completed:

"I shall do better amongst

other faces; and these familiar ones, it need hardly be
said, will do just as well without me" (157).
For the present Hawthorne had had enough of Salem, but
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his pride in his ancestry allowed him to hope for his
reputation in the future:
It may be, however,--oh, transporting and
triumphant thought!--that the great-grand children
of the race may sometimes think kindly of the
scribbler of bygone days, when the antiquary of
days to come, among the sites memorable in the
town's history, shall point out the locality of THE
TOWN PUMP!" (111). ("The Town Pump" was one of
Hawthorne's more famous pieces at the time.)
In this, the last paragraph of "The Custom House,"
Hawthorne still hopes for a literary reputation and
specifically a reputation among the most practical of
people, the children of the "stern and black browed
puritans"

(127).

Hawthorne knew that his puritan forefathers would have
had as little respect for his work as their descendants who
lived with Hawthorne did:
No aim, that I have ever cherished, would they
recognize as laudable; no success of mine--if my
life, beyond its domestic scope, had ever been
brightened by success (notice that the Puritans
would have approved of Hawthorn '.3 family life)
would they deem otherwise than worthless, if not
positively disgraceful.

"What is he?" murmurs one

gray shadow of my forefathers to the other.

"A
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writer of story-books!

What kind of business in

life,--what mode of glorifying God, or being
serviceable to mankind in his day and generation,
--may that be?

Why the degenerate fellow might as

well have been a fiddler!"

Such are the

compliments bandied between my great-grandsires and
myself, across the gulf of time!

And yet let them

scorn me as they will, strong traits of their
nature have intertwined with mine.

(127)

Hawthorne still respects Puritan values in his "day
and generation," but his grandsires do not understand the
"story-book" as a "mode" to pursue these values.

Hawthorne

is sympathetic to this Puritan view, but he cannot adopt the
concept of art as a frivolous method of being serviceable."
Throughout his career, Hawthorne remained fascinated by
the past and its hold upon the present in both the past's
idealized and its "true" form.

The romances of 1849-1852

all address this theme in one way or another.

The Scarlet

Letter (1850) deals with the past in what is supposed to be
its "true" form.

The "true" relationship the story has to

the present within the text is as an actual occurrence
recorded at the time it happened and then found decades
later in the Custom House.

Certainly a number of other

themes and events show it to be a romanticized tale, but to
work at more profound levels Hester's plight must be read
first as true.

The House of the Seven Gables (1851) treats
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the past in a more complex way, using combinations of
legends, ancient curses, and history to develop its plot.
The final major work of this period, The Blithedale
Romance (1852), treats the past as a way to learn about and
select actions in the present and future.

Here the past

figures most prominently as a manifestation of social
values.

Actually it is these social values that get the

most scrutiny in the story, but their worth is judged by
tradition.

We have seen that Hawthorne was concerned about

the way he was judged by his society and the effects this
could have on his work.

We have tried to link Hawthorne's

state of mind vis a vis his relationship to the community
around him, and then find how that particular state of mind
affected his literary career.

We have already looked at two

works that help to answer this question, "The Artist of the
Beautiful" and "The Custom House."

The Blithedale Romance,

to which we now turn, is the longest work in the Hawthorne
canon pertaining to the situation of the artist in society.
In 1841, Hawthorne still had hopes of finding a place
where he would be inspired to create and, at the same time,
earn a living.

That place was to be Brook Farm.

He looked

back at Brook Farm eleven years later in the preface to The
Blithedale Romance "as being, certainly the most romantic
episode of

[rinr]

own life--essentially a day-dream, and yet a

fact--and thus offering an available foothold between
fiction and reality" (634).
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The "foothold" here is an artistic one, one from which
Hawthorne can create a romance.

He claims in the preface

that America unlike "the old countries" has no
Faery land, so like the real world, that in
suitable remoteness, one cannot well tell the
difference, but with an atmosphere of strange
enchantment, beheld through which the inhabitants
have a propriety of their own.

(633)

I would argue that Hawthorne--when he wrote The
Scarlet Letter--had discovered just such a region.

He

correctly recognized that "remoteness" could come through
the passage of time, and though he begrudged the Europeans
their longer history, he in fact made excellent use of the
past as a romantic device.

Indeed many assumed that The

Scarlet Letter was an accurate representation of the Puritan
lifestyle--though how accurate is a subject open to debate.
No matter, for Hawthorne's purposes this pretense of reality
need be maintained only during the first reading of the
book.
So the realistic setting was a prerequisite to freeing
the imagination of both the writer and the reader.

"In its

absence," Hawthorne says, "the beings of imagination are
compelled to show themselves in the same category as
actually living mortals; a necessity that generally renders
the paint and pasteboard of their composition but too
painfully discernible" (633).
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Essentially, Hawthorne, when successfully establishing
a foothold used a historical setting.

This practice allowed

him to create a setting that seemed realistic but which
could not be readily checked for accuracy in the reader's
mind.

In this way he also overcame what was a complete lack

of an ear for realistic dialogue freeing him to say what he
wanted to say in the way he wanted to say it.

When

Hawthorne's premises failed, it was almost always because he
failed to establish a believable setting for the events--a
fairly tall order considering some of the events in his
stories.
When Hawthorne invested in Brook Farm in 1841, he had
expected to find a setting where he could make a living as
well as write; but by the time of the publication of
Blithedale in 1852, he realized he would never be able to
earn enough from writing and that he would never find a
position (a foothold) that would allow him to earn a living
and write at the same time. In America there were no
laureate positions or University fellowships for writers at
this time, and even if there had been it still might not
have been enough.
We have noticed Hawthorne's pattern of moving into
paying jobs and then back to writing and we have suggested
that the only reason this pattern occurred was that he
needed the money; otherwise, he would have just continued to
turn out tale after tale, romance upon romance. But there
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are hints that these periods when he worked jobs or tried
his hand at editing or social experiments served to rest him
and recharge his imagination, while providing material.
Indeed we have seen that Hawthorne said as much in his
introduction to The Scarlet Letter.
We then have a pattern where the artist forays into
the imaginative world until all his creative energy is
spent, and then returns to the practical world to rest his
mind for the next incursion.

Hawthorne claimed any

activity, including farming, interfered with his creative
capacities, but we may wonder whether circumstances were
holding Hawthorne back or if he had run out of creative gas
and simply had nothing to say.

One can make an argument

that the early part of each of his creative periods was
stronger than the later parts.

This is particularly true if

one looks at the third and fourth periods and compares,
respectively, The Scarlet Letter to Blithedale, and The
Marble Faun to the essays and the incomplete romances of his
final years.

Supporting this theory is Hawthorne's tendency

throughout his life to be very excited about new settings or
projects at first and then gradually lose interest in them.
The Blithedale Romance, itself, can also be seen as an
example of this pattern if one looks at the work as a
pastoral as Judy Schaaf Anhorn does in her article "Gifted
Simplicity of Vision:
Blithedale Romance."

Pastoral Expectations in The
She states, "The romance reflects
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Hawthorne's desire to realize the pastoral hope to recover
in nature and in the native place . . . 'a gifted simplicity
of vision' that strengthens creativity" (136).
Anhorn continues:
Pastoral themes have 'permanent status in the human
imagination' precisely because the pastoral
dedicates itself to preserving the pervading human
impulse to achieve integration of self--to unite
the present with the past and thus necessarily to
find a path back to childhood's affinity with
nature.

(137)

Anhorn uses this approach to look at Blithedale as
Hawthorne's search for his creative well-spring within the
pattern of the pastoral:
The action of return for recovery usually takes
place as a journey from the city, which represents
the mature unregenerated self, to the country,
which the sojourner imagines (but does not always
find) is natural and native, the source . . . of
the spiritual refreshment he seeks.

But--and this

important fact is often neglected--the cycle of
recovery remains incomplete until the traveller
returns to the city . . . From this reflective
period issues a verbal account of the journey.
(138)
We can readily see how well Anhorn's description suits
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The Blithedale Romance.

Coverdale indeed does go from city

to country, partially for the novelty but also for spiritual
refreshment; and he does return to record the events of his
visit, though some years later.

This is also the pattern

Hawthorne himself followed in relation to Brook Farm.
Anhorn then describes the resulting record of the
pastoral and that record's effects: "The history that
results from the desire to frame the experience in words
both isolates it as art and embraces it as life by allowing
the recorder to reincorporate his past" (138).
"reincorporation"

or

This

"integrative function" occurs when

"the particular person and place (Coverdale and Blithedale,
for instance, or Hawthorne and Brook Farm) merge with the
universal (humanity and the persistent imagination that
gives 'perpetual status to pastoral themes)" (138).
Notice it is not the quality of the work or history
produced by Coverdale or Hawthorne that determines the
merging of the place and person with the universal; it is
rather the "desire to frame the experience."
Indeed it is not even the intensity of the experience
itself that determines the process of the pastoral for, as
Anhorn points out, Coverdale is aloof--an observer of the
society.

He is skeptical of the success of the Blithedale

experiment, and is aware of it as a place of pastoral-style
rejuvenation.

This self-awareness of the process through

which he is going dooms the effectiveness of the pastoral
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experience at the actual time he is there; instead, the
experience draws its effectiveness after he leaves when he
records it (Anhorn 138-9).
Anhorn explores the resulting paradox in which the
experience of the pastoral is not genuine at the time of the
experience but is proven genuine when recorded:
It is traditionally the fate of the pastoral
traveller to find himself both native and alien to
the place of retreat, able to receive regenerative
energy from his contact with nature, but able to
recognize also that no physical paradise can last.
. . This is the paradox that the novel does not
pretend to resolve--the paradox that makes it, in
fact, truly a pastoral book.

(141)

The book is a true pastoral because the paradox in it
moves one toward locating a spiritual paradise or a place in
the imagination.

For "the lasting paradise of the mind" one

"must sacrifice" the actual reality (141).
Overall what we derive from Anhorn's use of the
pastoral model is a pattern for the artist who is trying to
create "true" art as Owen Warland or Hawthorne would
understand it.

The catalyst is an attempt to show the

possibilities of a gray area between actual and spiritual
(practical and ideal), by creating a paradox based on the
existence of both.

The solution to the paradox for both the

reader and the writer is to be found through suspension of
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disbelief and/or through exercise of the imagination.

The

imagination allows the gray area, which after the pastoral
experience is recorded becomes the text, to seem to have
"life" and "genuineness."
For example, the physical book of The BlithPdale
Romance with its pages and binding and printed words would
represent the actual.

Hawthorne's imagination, memory, and

emotional stance are intangible--they represent the
spiritual.

The reader also has his own spiritual aspect

with his own imagination, memory and feelings.
The gray area, the paradise in the mind, is somewhere
between the two poles of the actual and ideal.
the meaning of the story resides.

It is where

Not only can a reader

decode the squiggles on the page and enjoy the feel of the
leather binding, the reader can also imagine events--events
that produce various intellectual and emotional responses.
Through artifice the writer can reach out from his
memory of his experience, and with as much skill as he is
inspired to use, relate his story in actual terms (words).
The reader likewise starts out with actual terms and is
inspired to move toward the spiritual and imaginative
regions as he reads.

Ideally for most artists, including

Hawthorne, the reader will gain the insight which the author
intended him to derive when the reader and the writer meet
in the same part of the gray area.
Hawthorne's admiration for the romance came from its
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ability to produce this dynamic in the imagination.

He also

recognized the danger in the romance of the actual plot's
not being believable, thereby undermining the reader's
inspiration to move away from the actual to the deeper and
richer fields of the imagination.
All writers face something like this process, but
Hawthorne seems to have been more aware of it than most. As
with many of the critics who have studied Hawthorne's
creative process, Anhorn ventures an opinion on Hawthorne's
sources and wealth of inspiration: "The Brook Farm adventure
fertilized a mental field already exhausted for its crop of
romances" (151).

She

speculates that Hawthorne used up the

inspiration from his historical background and had come upon
this poorer but suitable subject to write upon. If she is
right, and she may be--considering the superiority of the
earlier works to the later works in this creative period-then it was time for Hawthorne to again engage his real life
in the pastoral pattern and rejuvenate his imagination.
First, however, let us look at some of the themes Hawthorne
developed from his time at Brook Farm and his attempt to
"frame the experience."
As we have seen, implied within the pastoral pattern
is tension between the idealized past and the past as it
occurred in fact.

This is manifested, as Anhorn points out,

in the difference between the actual experience and the
recorded experience of the sojourner, with the recorded,
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idealized experience coming to have a greater value.

But

the pastoral also has a socio-historical implication as a
step back in time to when things were simpler.

Of course,

one cannot physically step back into the past and become
disillusioned of one's concept of it by confronting facts;
so this step is really a step to the side, out of the
mainstream.

Instead one's concept of the past comes from

its manifestation in the present and the direction it leads
into the future.

The question then becomes:

What is the

correct concept of the past and what actions does it
indicate now?

Those who see the past as a golden time,

naturally tend to lean toward tradition and conservatism.
Those who see the past as a time of backwardness have a
propensity for progress, as many of the philanthropists did
in Hawthorne's time.
The "right" answer, for Hawthorne, is somewhere in
between, and The Blithedale Romance talks about the result
of this dualistic view of the past in terms of the need for
social change.

Hawthorne generally was against social

engineering and used his idea of tradition as an argument
against the philanthropists; however, as an artist Hawthorne
understood the idealistic temperament of the reformer.

He

also knew that the attempt to bring an ideal into the
practical world would warp the shape of the ideal.

At the

artistic level, this warping would mean that a work could be
misread, but at the social level it could lead to bloodshed
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as many argue it did with abolition and the Civil War.
The philanthropist at Blithedale is Hollingsworth, a
powerful, shaggy man of thirty.

His "original occupation

. . . was that of a black smith" and

"as for external polish,

or mere courtesy of manner, he never possessed more than a
tolerably educated bear . . ." (656).
Hawthorne establishes Hollingsworth's origins as simple
but proud and strong, and his temperament as essentially
amiable.

He is much like other practical, Hawthorne

characters such as Danforth or, in this book, Silas Foster.
Hollingsworth, however, has been corrupted by the idealism
of his philanthropic ideas and has abandoned his good, solid
roots in the practical reality and utility of the forge.
This change symbolizes a shift from the belief in the
tradition of hard work to a notion that the modern world
with its machines can now withstand quicker changes.
With a glance at Hawthorne's depiction of reformers,
one would perhaps suspect Hawthorne of wanting no part of
the progress being made in the world.

However, though he

was skeptical that rapid change in social relationships such
as the reform of criminals or the abolition of slavery could
be effected in the way production could be increased by a
cotton gin or travel eased by the train, Hawthorne was no
Luddite.
"The Celestial Railroad," for example, is sometimes
read as an example of Hawthorne thinking that man's reliance
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on machines had turned him from spirituality.

But surely

this allegory, based on Bunyan's Pilgrim's Progress, is
designed to point out that even though man has advanced in
the secular world through technology which has made his
practical corporeal life easier, this technology does not
remove the necessity or the difficulty of gaining grace and
salvation.
Indeed, Hawthorne saw the type of progress that brought
the factories and the telegraph as inevitable and a
testament to Yankee ingenuity.

In The House of the Seven

Gables, when Clifford and Hepzibah attempt to flee the house
and come in contact with the outside world for the first
time in twenty years, Hawthorne takes them to a train
station where "after so long estrangement from everything
that the world acted or enjoyed, they had been drawn
and were swept away by it, as by the suction of fate itself"
(571).

As the train ride proceeds, Clifford sets off on an

encomium to the train engine as an indicator of great things
to come for mankind (574).

Then Clifford turns to

electricity in the form of the telegraph with the same
enthusiasm, calling it "a great nerve, vibrating thousands
of miles in a breathless point of time."

Clifford gives a

spiritual idealism to the invention saying that "the round
globe is a vast head, a brain, instinct with intelligence!
Or, shall we say, it is itself a thought, nothing but
thought, and no longer the substance which we deemed it!"

81
(578).
However, Clifford is quickly deflated by the thought
that as fast as he and his sister can escape the house, so
just as speedily can any who pursue them catch them.
In this brilliant chapter, Hawthorne shows the marvels of
man's inventions and that they cannot be seen as a way to
change the basic nature of man or his essential relations to
others and to God.

Indeed, when Clifford and Hepzibah get

off the train, an exhausted and confused Clifford asks
Hepzibah to lead him.

Automatically Hepzibah falls to her

knees and begs God, "Have mercy on us"

(581).

The initial high hopes and enthusiasm of Clifford are
also present in the Blithedalers.

Coverdale almost

immediately recognizes that the hopes are too high.

The

community was to be an example of brotherhood and higher
principles inspired through hard, honest work on the land:
But, to own the truth, I very soon became sensible,
that, as regarded society at large, we stood in a
position of new hostility, rather than new
brotherhood.

Nor could this fail to be the case,

in some degree, until the bigger and better half of
society should range itself on our side.

(649)

When we ask how it was to happen that "society should
range itself" with Blithedale, we discover the reason that
though there may not be actual hostility toward the
Blithedalers from the society, neither will the Blithedalers
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be very well appreciated.
One method of convincing the society of Blithedale's
merit would be Hollingsworth's evangelical and manipulative
approach, an approach that generally places one man as
prophet and all others as disciples.

This is a dynamic that

may win some converts of a very devoted nature; however,
normal people being of more sobriety will usually think of
prophets as crackpots and will have no part of them (this of
course is what happens to Hollingsworth).
A second alleged attraction of the community that will
impress much of the society very little, particularly the
agrarian society of the time of the story, is the use of
Blithedale as a retreat.

Because the peacefulness derived

is a result of the previously discussed pastoral pattern, it
would not really be necessary to attend this community or
even one like it to gain refreshment.

On the contrary, to a

man like Silas Foster the experience would be precisely like
working for a living.
The third approach to converting the society would be
to live this "better life" and wait for them to catch on.
However, inherent in the view that one's life is better is
the view that everyone else's life is worse--a source
perhaps of some resentment from the larger society.

The

elitist stance is subtler than that of the evangelistic, but
because of that subtlety it is more pervasive.

This elitism

could even produce within the explorers in the community a
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feeling that they were too good to associate with the
society they were supposed to convert.
Hawthorne certainly saw his commitment to Brook Farm as
a spiritual pursuit, but he also felt that the work of the
farm had a practical value which would appeal to the
practical society.

He admired the "natural" man and indeed
However, we have also

had a measure of respect for him.

noted the inherent elitism of the artist committed to the
spiritual ideal, especially in contrast to the needs of the
realistic practical man in a utilitarian society.
Hawthorne brings out this relationship at Blithedale
when he shows the commune members' dealings with Silas
Foster and his type.

A most clear description occurs during

the first dinner at the community:
We all sat down--grisly Silas Foster, his rotund
helpmate, and the two bouncing handmaidens,
included--and looked at one another in a friendly,
but rather awkward way.

It was the first practical

trial of our theories of equal brotherhood and
sisterhood; and we people of superior civilization
and refinement (for as such, I presume, we
unhesitatingly reckoned ourselves) felt as if
something were already accomplished towards the
millennium of love.

The truth is, however, that

the laboring oar was with our unpolished
companions; it being far easier to condescend, than
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to accept of condescension

(653).

The implication--as Coverdale and Hawthorne understand
--is that for brotherhood to come about, the superior will
have to become meaner and the inferior man will have to be
raised up.

We can see almost the same dynamic for the

intelligent, idealistic artist like Hawthorne, who may wish
popularity and understanding.

He may have to lower his

standards or stoop to explain his meaning very clearly so
that the low brow reader may somehow understand and be
raised up.
This is one of the few passages in which the common
man's distaste for being condescended to is acknowledged by
Hawthorne.

Notably the other commoners who have such

elitist treatment befall them are given the satisfaction of
political retribution.

These are the Americans in stories

such as "My Kinsman, Major Molineaux,"

"Lady Elanore's

Mantle," or "Howe's Masquerade," who rise up and overthrow
the British tyrant.
The most blatant and enjoyable example of this
imperiousness in the elitist character

4q

demonstrated by

Lady Elanore when a young man offers to kneel before her as
a step out of her coach:

"She held back an instant; yet

with an expression as if doubting whether the young man were
worthy to bear the weight of her footstep, rather than
dissatisfied to receive such an awful reverence from a
fellow mortal."
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When her companion offers to beat the young man, she
says, "When men seek only to be trampled upon, it were a
pity to deny them a favor so easily granted--and so well
deserved!" (655-56).
The Blithedalers and Hawthorne are by no means so
supercilious, but both tend to it.
ever so obsequious at Blithedale.

Nor is the practical man
Still, the

elitist/commoner dynamic between upper and lower classes,
between intellectual and common man pervades Hawthorne.
With Silas Foster, Hawthorne presents his canon's most
flattering portrait of the common man.

Indeed with much of

the story being set on a farm, it is hard to ignore that the
sturdy back and skills of Foster are providing the food,
firewood, and shelter that allow the Blithedale
intellectuals time to ponder their utopian schemes.

The

people who do the "real" work free time for the writer and
the scholar.
The first dinner is an ironic way to test the
practicality of the Blithedale experiment, for the two
levels of society cannot even sit down to dinner together
comfortably.

Coverdale continues to admonish himself

against elitism in this section of the story:
If ever I did deserve to be soundly cuffed by a
fellow mortal, for secretly putting weight upon
some imaginary social advantage, it must have been
while I was striving to prove myself his equal, and
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no more.

It was while I sat beside him on his

cobbler's bench, or clinked my hoe against his own,
in the cornfield, or broke the same crust of bread,
my earth-grimed hand to his, at our noontide lunch.
The poor, proud man should look at both sides of
sympathy like this.

(452-3)

One side of this sympathy is genuine concern for and
curiosity about the circumstances of the laborer embodied in
what would seem to be the best way to learn--through
actually living the way the farmer would.

The other side,

however,--as Coverdale notes in this same passage--is that
the more well-to-do do not have to be farmers; they can
resume their allegedly superior positions in life whenever
they wish; and, in fact, they will.
This produces a person who only adopts the trappings of
his fellow man and by extension can be said to be only
adopting the trappings of brotherhood.

We might imagine

that if Silas Foster were to experiment in being a gentleman
by discoursing on the latest tract while sipping sherry, he
would be looked at with either scorn or amusement by
Coverdale, Zenobia and their ilk.

However, we know Silas

would never do something so foolish, he being a sensible
Yankee.

In fact, when Coverdale says that he will be

leaving Blithedale for a while for a rest, Silas displays a
fine sarcastic wit which contains an understanding and
distaste for the dilettantes on his farm.

He says to his

87
wife, "I begin to feel in a very weakly way.

When the

others have had their turn, you and I will take a jaunt to
Newport or Saratoga!" (752).
Coverdale immediately senses the accusatory tone and
replies, "Well, but, you must allow me to take a little
breath" (520).
Silas sees through this:

"Here ends the reformation of

the world, so far as Miles Coverdale has a hand in it," he
says (752).
Silas indeed does "understand the business."

He sees

first that even though Coverdale is capable of doing the
farmwork, he is leaving.

So, to goad him a little Silas

criticizes his physical health.

Then to goad him a little

more, Silas attacks the intellectual integrity of the
Blithedale project.

When Coverdale asserts in defense of

the project, "I am resolute to die in the last ditch, for
the cause," Silas applies a last tweak to the ego of the
artist/idealist, that of the scorn from the utilitarian
world for snooty dreamers:

" Die in a ditch!

I believe, in

my conscience, you would, if there were no steadier means
than your own labor to keep you out of it" (753).
In this exchange, the common man has shown a
perceptiveness unusual in a work by Hawthorne.

Usually the

common man is a Danforth who means well but can see things
only in terms of his own world.

If for no other reason

then, this is Hawthorne's most sophisticated common man who
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remains common (that is, he is not educated like
Hollingsworth, Brand or Holgrave).
At this point, Coverdale has lost faith in the project
for personal reasons rather than physical.

In fact early on

he seemed proud of his improving ability to work on the
farm.

He says "proselytes" would come visit the farm; and

"in their view, we were as poetical as Arcadians, besides
being as practical as the hardest-fisted husbandmen in
Massachusetts"

(703).

However, Coverdale knows he cannot

be both; "the spiritualization of labor" is a theory that
does not work in practice.

"The Yeoman and the scholar--

the yeoman and the man of finest moral culture, though not
the man of sturdiest sense and integrity--are two distinct
individuals, and can never be melted or welded into one
substance" (689).
This passage shows Coverdale's and Hawthorne's
experience that manual labor had a brutalizing effect on the
intellect.

The "finest moral culture" cannot be pursued by

the common laborer though they are granted "sturdy sense and
integrity."

In this formulation, the practical and ideal

find representation in types of intellectual activity.
Hawthorne leaned toward the ideal of the "refined" intellect
while always claiming to admire and showing flashes of
possessing the practical, sturdy sense.

The question again

turns to a method of possessing both qualities.
is a familiar refrain in Hawthorne.

The answer

He has Coverdale say to
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Zenobia, "Burns never made a song in haying-time . . . He
was no poet while a farmer, and no farmer while a poet"
(689).
Here again we see in strongly stated form, Hawthorne's
insistence that work and writing were mutually exclusive.
One either writes or works, not both.

Coverdale is

struggling to find a foothold between these two choices, and
as we have argued, this is precisely the process of living
life and making meaning of it that Hawthorne wishes to show.
To tease Coverdale, Zenobia points out that if he
cannot be both yeoman and poet then he will have to choose.
"Grim Silas Foster is your prototype . . ." she says (689).
To which Coverdale replies, "Pray spare me!" (690).
Clearly Coverdale, as well as Hawthorne, has no intention of
becoming a wholly practical man on the farm.

If they must

choose, they choose being artists.
Hollingsworth, however, who joins the above
conversation has another view of practical labor and art:
There is at least this good in life of toil, that
it takes the nonsense and fancy-work out of a man,
and leaves nothing but what truly belongs to him.
If a farmer can make poetry at the plough-tail, it
must be because his nature insists on it . .
(690).
Hollingsworth, here, is reminiscent of Hovenden and the
views of the value of work with the hands in the real world
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and the scorn for "fancy work" in the ideal world.

Real

work is a tap to the true man, and if there be poetry there,
then that is all well and good.
Hollingsworth also says that his work has "always been
in earnest" and that he has always had "faith in its
ultimate accomplishment."

On the other hand, "Miles

Coverdale is not in earnest, either as a poet or a laborer"
(690).

Despite Coverdale's protest that he has been, at

least, an earnest laborer, Hollingsworth's main point is
that commitment and dedication to a project go a long way or
perhaps even all the way toward making it succeed.
This importance of being earnest has in this setting
ramifications for the artist, the worker, and the
philanthropist.

For the artist, earnestness may allow him

to throw himself so completely into a work as to find that
the work is its own reward, what Hawthorne called
"pleasurable toil," but this does not guarantee the quality
of the work or its ability to communicate to an audience.
Likewise, in the field or forge, earnestness can make the
toil pleasurable.

Hollingsworth, however, wishes to apply

this quality to his philanthropic mission, and in this area
Hawthorne shows the danger of placing too much value on
earnestness.
One shortcoming of earnestness is that if the work is
uninspired, then earnestness at best will produce competence
and at worst will be a waste of time.

Also, earnestness--
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though an excellent virtue--can simply produce people
dedicated to making their goals demigods and the obstacles
to their goals objects of detestation and censure.
For those like Hollingsworth who believe in a cause,
earnestness can become a litmus test for dedication to the
cause.

With this litmus test, an "us versus them" attitude

is promoted which necessarily with the vehemence of faith
produces an elitist attitude.

Those who agree with the

cause are enlightened and those who disagree are benighted.
Coverdale recognizes this flaw in the character of the
philanthropist and also describes the inherent flaw of
philanthropic schemes themselves:

"We may be very sure, for

one thing, that the good we aim at will not be attained.
People never do get just the good they seek.

If it come at

all, it is something else, which they never dreamed of, and
did not particularly want"

(697-8).

This was also Hawthorne's view of the results of
philanthropy, particularly as it related to abolition.

In

the final section, we will see how this affected the world
view of Hawthorne.

For now we will look at how Hawthorne

treated his characters who were philanthropists such as
Hollingsworth, or who were obsessed enthusiasts such as
Brand, Aylmer, or Rappacinni; or who were caught up by an
idea like Drowne or Owen or Wakefield; or who were obsessed
by flaws in their own character like Reuben Bourne, Young
Goodman Brown, or the Reverend Hooper.

All these characters
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share a station superior to the common man in their society
by way of intellectual insight.

Even though Hawthorne may

portray them as anywhere from weak-willed to wrong-headed to
evil, they all are educated.
In The Blithedale Romance, we see all these types: the
weak-willed Coverdale, the wrong-headed Hollingsworth, and
the evil Westervelt.

In fact, almost all the protagonists

in Hawthorne's stories could fall into one of these three
categories with the usual exceptions of Holgrave and Phoebe,
and Kenyon and Hilda.

This overwhelming number of bleak

characters is a prime constituent of Hawthorne's justified
reputation as a producer of tales that examine the dark side
of human nature.

Hawthorne also understood the motivations

of his protagonists and frequently sympathized with them
because they represented a relationship to society similar
to Hawthorne's own relationship as an artist to society.
As we have seen this relationship consists of an
aloofness and a feeling of, at once, superiority to and
uselessness in society.

Also running through the characters

is an elitism born of understanding something of the
metaphysical world which either other men do not understand
or cannot understand.

Generally the protagonist takes on

the aspect of a prophet possessed of an absolute truth.
This theme is played out overtly in the tales,
particularly those that feature Faustian characters.
However, this elitism by those possessed by or capable of
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possessing a metaphysical understanding can be more subtly
expressed in Hawthorne.

For instance, in The Blithedale

Romance, Coverdale describes what some of the commune did on
Sundays:

"[They] ascended a city or county pulpit, wearing

the clerical robe with so much dignity that you would
scarcely have suspected that the yeoman's frock to have been
flung off, only since milking time" (735).

The cleric's

position is dignified, and the yeoman's position is
something to be "flung" off.

The habit of the common man

is, again, at once respected and condescended to.

The

upshot is that the refined sophisticated man can move to the
level of the common man, but the common man cannot very
easily elevate himself from his mean surroundings.

If we

extend this concept to the writer, then the author can write
about both the refined and common man with equal success,
but the common man will understand only the part meant for
him.

We may also gain a clue to what Hawthorne thought was

a fundamental flaw of the philanthropist--that of trying to
raise people who either did not want to get up or were
incapable of it.
Hawthorne also looked at the effect of philanthropy
on the philanthropist's relationship to the society he was
supposed to be helping (679).

The combination of

Hollingsworth's arriving at an obviously noble cause with a
protestant work ethic that values earnestness over
effectiveness or reason produces a mind that asserts, "If
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converting one criminal is good then converting a million is
that much better."

Possessed of what appears to be an

absolute truth, the philanthropist feels that all resources
which can be turned to the good of the cause are merited.
However, in the process, the basic goodness of the man
shifts from individual relations where good works may
actually have an effect to a focus on an idea that is more
important than any one individual.
Elitism allows the philanthropist to believe that it is
worth sacrificing community with ordinary men for the good
of the greater society.

However, he does not overly concern

himself with whether the rest of the society wants to be
changed because the philanthropist is convinced he has
discovered an absolute truth.
Hollingsworth finally insists on having Coverdale
commit to his philanthropic cause, "I must have your answer!
Will you devote yourself, and sacrifice all to this great
end, and be my friend of friends forever?" (750).
Coverdale replies in part, "Cannot you conceive that
man may wish well to the world, and struggle for its good,
on some other plan than precisely that which you have laid
down?"
"Be with me or against me!

There is no third choice

for you" is Hollingsworth's final response (751).
Hollingsworth has closed off the process of
interpreting the conflict of dualities.

As we saw when we
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looked at Bercovitch's model for interpreting Hawthorne,
keeping the interpretive process open is vital for
stability.

One must not be tricked by the appearance or

presentation of a dilemma into thinking one side good and
the other side evil, one side practical and one side ideal.
As Flint suggests in his dissertation, nearly the only happy
resolution that Hawthorne offers is marriage (254).
Obviously, this is a synthesis of a duality--male and female
--to a greater unity--a sacrament, or more secularly, the
experience of marriage.
But even the characters that are not afforded this
happy resolution are still empowered by Hawthorne's own
elitism for it takes a somewhat refined and educated person
to understand the issues and goals worth pursuing when
rejection from the society is at stake.

In fact, one has to

know the rules and norms of the society before one can
reject them.

The Fosters, Bartrams and Danforths are never

given moments where such choices are offered them in a way
that they can understand.

Essentially they may have "sturdy

sense" that allows them to instinctively know the right
path, but they do not have the intellectual capacity to
recognize options and so be tempted into error.

It seems

somehow less impressive to overcome an obstacle that one
does not even know exists.

By extension, those of sturdy

sense will not be capable of appreciating stories that lay
out such a dynamic--that is the stories that Hawthorne
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wrote.

So it is easy to associate the elitist

artist/Hawthorne looking down on the common reading public,
with the fictional elitist characters he arrayed against
society; for, at least intellectually, Hawthorne himself was
aligned this way.
However, there was also the practical Hawthorne who
would not let his family starve or let his debts go unpaid
in exchange for the pursuit of rarefied artistic endeavors.
Hawthorne's most valued experiences were with his family and
friends.

In this important aspect Hawthorne differs from

Coverdale as he does from Drowne or Owen.
of these artists will never marry.

Indeed all three

The effect, particularly

on Owen and Coverdale is to render these artists superfluous
to their society because they do not attempt to engage it.
More than a decade later as he writes the story of his
experiences, Coverdale is a retired, minor poet with a
slender volume or two to his credit.

He is content to sit

and read and sip wine and smoke cigars.

His confession at

the end of the story that he also loved Priscilla is
immaterial; he would not have done a thing about it.

Indeed

throughout the story it is Hollingsworth who wins the
approval of the women while Coverdale is left a stammering
idiot.
If only in terms of macho ego, the guy who gets the
girl (or girls in this case) is usually a little stronger
character, even a better character.

We can see
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Hollingsworth's strength as his attempt to shape an ideal
notion into a practical working system.

He failed as he

must have, and it is unclear that he learned from the
process of trying as we see him at the end of the story
leaning on Priscilla.

However, we can not say that

Coverdale fares much better; he finally writes down his
story, but we can hardly say the story is a great success or
that Coverdale expects it to be.

He too, as much as

Hollingsworth, has retreated from the "magnetic chain of
humanity."
Hawthorne, himself, seems to be of two attitudes
concerning the book and its events.

On the one hand, he

finds the project a silly waste of time alongside Silas
Foster, the practical man who while watching the playing out
of a pastoral scene in the wood "did more to disenchant the
scene, with his look of shrewd, acrid, Yankee observation,
than twenty witches and necromancers could have done, in the
way of rendering it weird and fantastic" (815).

Hawthorne

likewise, by the end of his stay at Brook Farm, had grown
tired of such games, saying in his notebook about the scene
that inspired the above cited passage from Blithedale:
"Then followed childish games, in which the grown people
took part with mirth enough --while I, whose nature it is to
be a mere spectator . . . lay under the trees and looked on"
(qtd. in Flint 134).
On the other hand, Hawthorne also called Brook Farm
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the "most romantic episode of his own life"

(634).

Though

he wished a practical return from his investment, he was not
so broken by his disappointment as to stop writing.

Indeed

as we have seen, the period at the Old Manse, after Brook
Farm, was one of the happiest of his life.
But as Hawthorne has Coverdale say when he gives his
reasons for leaving Blithedale:
No sagacious man will long retain his sagacity, if
he live exclusively among reformers and progressive
people, without periodically returning into the
settled system of things, to correct himself by new
observation from that old stand point.

(755)

And so it was after the release of The Blithedale
Romance in April of 1852, after four years of incessant
writing that before he wrote again, Hawthorne entered a
period of nearly eight years where he produced no creative
fiction.

There are a number of plausible reasons for this.

He could have felt a need to return to the practical world
to correct his view of the society around him.

It may also

have been that he had played out his inspiration and needed
to enter the pattern of pastoral rejuvenation.

Or, not

having made enough money from his books, he could have
needed to return to the work world to care for his family.
Again, out of loyalty and friendship he may have wished to
lend a hand to his old college chum, Franklin Pierce, who
was running for president.

At last, though, it may have
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been an opportunity to travel to Britain and the continentwhere flourished "the settled system of things," the long
tradition of literature --that enticed Hawthcrne to put down
his pen for a while and make his way in the practical world.
Overseas there would be an opportunity for him, in a
literary way, to "correct himself" "from the old
standpoint," to be inspired by a place that offered a truly
rich province and setting for romance--in Europe, perhaps,
Hawthorne would find his foothold.

The Final Period:

Slavery, Art, the Practical and the Ideal

During the early 1850s Hawthorne's reputation as a
writer continued to ascend among critics on both sides of
the Atlantic. By October 18, 1852, he could write to Bridge
about his reputation in England, "Just at this time I rather
think your friend stands foremost there as an American
fiction-monger" (qtd.in Bridge 131).

The old

self-deprecation is still present in the "fiction-monger";
but, in this instance, pride overwhelms modesty.

On the

west shore of the Atlantic, the critics were also more often
placing Hawthorne at the top of American literature (Faust
70,73,85).
Financially, Hawthorne was earning nearly as much from
his writing as he had from his work at the Custom House
(Stewart 141).
writing:

Increased sales increased his vigor towards

"As long as people will buy, I shall keep at work,

and I find that my facility for labor increases with the
demand for it," wrote Hawthorne to Bridge on July 22, 1851
(qtd.in Bridge 127).
However, from mid-1852 until the end of Hawthorne's
life in 1864, his struggle with practical and ideal concerns
would take place largely in the arena of the actual world
rather than in works of fiction.

Indeed, he would complete

only one more creative work, The Marble Fain, during his
100
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last decade. As Hawthorne's movement between ideal and
practical produced a

tension that had both positive and

negative effects on his art, so did this tension underlie
his social and political life.
This final period of Hawthorne's life may be said to
have begun on June 9, 1852, for at this time he started a
movement away from the ideal world of the author back toward
the practical world of politics by writing to his old friend
Franklin Pierce, the recent Democratic nominee for
president, "I did not hear of your nomination till
yesterday. . . . It has occurred to me that you might have
some thought of getting me to write the necessary biography.
Whatever service I can do you, I need not say, would be at
your command" (qtd. in Cortissoz 129).
Hawthorne's offer was accepted, and he churned out the
biography, Life of Franklin Pierce, in July and August.
Because of Hawthorne's higher standing as an artist,
presidential politics, and the issue of abolition, reaction
to the work was fairly intense and centered on the
relationship of artistic and literary reputation to
politics.

Most readers at the time separated Hawthorne's

political life and views from his art.
This reaction, the most common down to the present day,
is specifically driven by Hawthorne's anti-abolitionist
stance. Critics of all eras wish to separate their
admiration of Hawthorne's art from their distaste for his
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politics.

However, it is truer to Hawthorne to see his

political ideas as a product of the same intellect that
created his art.

In fact, in thinking about slavery,

Hawthorne made the error so many of the protagonists of his
fiction made--taking a generalized and idealistic view
rather than a skeptical stance mindful of the particular
individual.

His idealistic conception of how slavery

related to the country, mixed with his charged distrust of
reformers produced an absolute truth.

He never seemed

capable of fully imagining the individual and specific
atrocities experienced by the slaves--a failing difficult to
explain in a man noted for his vivid imagination.
Indeed, Hawthorne's position on slavery is to me the
most vexing paradox of his career.

In his writings and in

his life, he consistently placed the contact of human heart
to human heart over the general principle of the good of
mankind.

On the slavery issue, however, he turned a blind

eye to individual suffering by using the very same
intellectual subterfuge used by the philanthropists he
detested--that of thinking of peoples as a class or a thing
to be experimented upon.

In doing this, he stripped the

American black of his individualism, of his human face.
Hawthorne enunciated and defended Pierce's antiabolitionist stance in the Life--a position with which
Hawthorne agreed.

It was premised on the concept that each

state in the union was united to the other by a constitution
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that included slavery in the states which permitted it.
Hawthorne gave greater weight to tradition (in this case,
the union)

than to progress (in this case, abolition).

admired constancy and loyalty to a

He

stand on an issue, and

he praised Pierce for long having held his view and for not
wavering from it even though it had become the vogue in the
North to attack slavery (Life 414).
As Cortissoz notes, "It was characteristic of Hawthorne
that once he formed a strong opinion, he rarely changed it"
(203).

This is so not only because Hawthorne saw the

reliance on time-tested philosophy as a virtue--as
indicating a solid, integrated intellect--but also because
he was obstinate and excessively proud.

In fact, Hawthorne

never did change his view that abolition was futile and
dangerous.

He stated in Life of Franklin Pierce:

The fiercest, the least scrupulous, and the most
consistent of those who battle against slavery
recognize the same fact that he [Pierce] does.
They see that merely human wisdom and human
efforts cannot subvert it, except by tearing to
pieces the Constitution, breaking the pledges
which it sanctions, and severing into distracted
fragments that common country which Providence
brought into one nation, through a continued
miracle of almost two hundred years, from the
first settlement of the American wilderness until
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the American Revolution.

. He considered, too,

that the evil would be certain, while the good
was, at best a contingency . . . attended as the
movement was and must be during its progress, with
the aggravated injury of those whose condition it
aimed to ameliorate . . . . (415)
Here Hawthorne's mistrust of philanthropy echoes
Coverdale's opinion on the efficacy of good works in The
Blithedale Romance (which predated the Life by a few
months): "We may be very sure, for one thing, that the good
we aim at will not be attained. . . . If it come at all, it
is something else, [we] never dreamed of, and did not
particularly want" (697-98).

Cortissoz points out that the

publication of the Life and Blithedale so closely together
clearly defined Hawthorne as a skeptic concerning reform
(139-40), as--in fact and in practice--he was.
We may justifiably wonder, however, how well Hawthorne
understood the problem of slavery when he continued in the
Life that abolition risked "the ruin of two races which now
dwelt in greater peace and affection, it is not too much to
say, than had ever elsewhere existed between the taskmaster
and the serf"(415).

Clearly, Hawthorne's understanding of

the conditions of the slaves is limited to political rather
than moral parameters. For if he can view the matter in
relativistic terms in which the situation is not as bad in
America as it is elsewhere, then the morality of slavery is
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cast as a continuum which allows intensities of evil rather
than as a duality which opposes the evil of slavery against
the good of liberty.

Still, as an abstract concept he could

refer to slavery as an evil.

He says in the Life that

slavery [is] one of those evils which divine
Providence does not leave to be remedied by human
contrivances, but which, in its own good time, by
some means impossible to be anticipated, but of
the simplest and easiest operation, when all its
[slavery's] uses shall have been fulfilled, it
causes to vanish like a dream. (417)
Hawthorne arrived at this gradualist view of slavery by
way of three controlling factors in his way of thinking.
First, as we have noted, his work and themes changed little
throughout his life.

Once he had conceived an idea, he made

it part of his philosophy.

Within this philosophy, we have

seen his great mistrust and distaste for philanthropy and,
more particularly, philanthropists.

Second, we have noted

the elitist stance he saw the artist taking in relation to
society from the need for a creative perch --even if there
were dangers of isolation.

Finally, we have seen the

dualism of Hawthorne's philososphy in which oppositions are
kept in play against each other to encourage movement
towards an absolute truth.
Specifically, this habit of thought can be used to
help explain the evolution of Hawthorne's support for the
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Compromise of 1850 (as a temporary middle ground in the
process of resolving the opposing forces) and his trust in
"divine Providence" (as a transcendent force arising from a
resolution of opposing forces). However, Hawthorne failed to
continue looking at slaver, as a dynamic situation, instead
he closed the process on the anti-abolition side.

His

elitism sanctioned this closure, particularly the aspect
that was chauvinistic and racist.

Though he could see

providence moving the dualistic process, he did not
recognize that by supporting the Compromise he had closed
his own mind to any further enlightenment on the issue.
Early evidence of Hawthorne's thought on slavery comes
from an American Notebooks entry of August, 1838, in which
he says, "On the whole I find myself rather more of an
abolitionist in feeling than in principle."

He makes this

remark after observing a group of black people in a town
square in upper New York state, one of whom is a
"slave-negro, without any of the foppery of the race in
parts [Salem]."

OUT

Hawthorne then describes this man's

"antics" and his "talking with a strange kind of pathos,
about the whippings he used to get while he was a slave."
He was "a queer thing, of mere feeling, with some
glimmerings of sense" (48).
From this entry emerges the classic Hawthorne duality
of head ("principle") versus heart ("feeling").

Hawthorne's

feelings are not much affected by the tales of the
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feelings are not much affected by the tales of the
"whippings"; instead adjectives like "strange" and

"queer"

are employed indicating an intellectual curiousity rather
than sympathy.

His inability to allow his heart or feeling

to play against his head or principle is fueled by a bigotry
indicated by his preference for the demeanor of the
"slave-negro" to the "foppery" of the black people around
Salem.
Two months later, in another entry in his notebook,
Hawthorne saw a black man at a tavern who was "respectable
(looking] .

like any other Christian . . . (then] a

young white man . . . said,'I wish I had a thousand such
fellows in Alabama.'

It made a queer impression on me--the

negro was really so human--and to talk of owning a thousand
like him" (71).

Again the incident makes "a queer

impression"--an intellectual response.
Early published work of Hawthorne also alludes to the
slavery issue.

The most famous at the time was his

biography of his old school friend, Jonathan Cilley, a
congressman who had been slain in a duel that was partially
precipitated by animosities over slavery between the North
and South (Flint 88).

The biography with its intimations

against abolition attracted the notice of Democrats and
helped Hawthorne to gain access to the politicians
responsible for patronage positions such as the one at the
Boston Custom House (Flint 88).

That the Cilley biography
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was not an artistic work is an important point, for
throughout his career Hawthorne's non-artistic work brought
specific and immediate gain and reaction in a way equalled
only by The Scarlet Letter among his artistic works.
For instance, it is Patrick Brancaccio's thesis in his
article "The Black Man's Paradise: Hawthorne's Editing of
The Journal of an African Cruiser" that Hawthorne's handling
of the subject of recolonizing Liberia with American blacks
was instrumental in helping him appear politically
sympathetic to those who appointed him to the Salem Custom
House.

(It should be noted, however, that Hawthorne's

literary reputation and his friendships with Pierce and
Bridge were at least as important factors.)

The Journal was

an account of Horatio Bridge's adventures on a naval ship
under Commodore Perry with the mission of restraining the
slave trade off the coast of Africa during 1844-45
(Brancaccio 25)--the latter part of the Manse period when
Hawthorne needed money badly.

Bridge suggested that

Hawthorne edit his journals and then take the income from
the book when it was published.
In his capacity as editor, Hawthorne stayed in contact
with Bridge, giving him advice on what to record.

On April

1, 1844, he wrote Bridge after hearing of a raid on a native
village:
A civilized and educated man must feel somewhat
like a fool, methinks, when he has staked his own
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life against that of a black savage and lost the
game.

In the sigLt of God one life may be as

valuable as another, but in our view the stakes
are very unequal.

Besides I really do consider

the shooting of these niggers a matter of very
questionable propriety. . . .

(Letters, 1843-53

26)
Again we see Hawthorne's elitism and his inability to
let an ideal view (that we are all equal in the sight of
God) contend with what he perceives as the practical view
(that the "stakes are very unequal"

when comparing black

and white men).
With the use of the word "nigger," we feel visceral
evidence of Hawthorne's racism.

Though that word may not

have had the same kind of impact then that it does today, it
was at least pejorative.

As Brancaccio points out in a

footnote, when Bridge published this letter of Hawthorne's
in his Personal Recollections, he changed "niggers" to
"negroes" (28).

obviously by 1893, the date of publication

flr Recollections, use of that word was considered at least
unsemly.

Whatever the resonance, the diction displays an

imperious attitude in Hawthorne towards race relations that
continued until the end of his life.
The political subtext of The Journal as noted above
was recolonization of Africa.
slavery

This was a "solution" to

analogous to the 1850 Compromise in that it was a

110
middle-ground position.

Both preserved constitutional

rights as they were understood at the time, but left the
southern black in bondage.

For Hawthorne, this

middle-ground was an ideal way to keep the polar oppositions
of slavery (North and South) in contact, while keeping the
door open for providence to step in.

However, as a

practical matter--and Hawthorne saw slavery more as a
practical matter--the duality could be described as peace
through compromise versus the radical violence of those who
were either pro or anti-slavery.
Hawthorne felt he had taken the reasonable,
practical-man view.

In this way, he was guilty of adopting

the Hovenden/Hollingsworth utilitarian view of the world.
The old watchmaker's skeptical scorn for the transcendence
of beauty matched Hawthorne's opinion of liberty for the
slaves as fanciful and useless sophistry.
Hawthorne did infrequently express a more altruistic
view of slavery, usually in relationship to the ultimate
role of "divine Providence" in ending slavery.

For example,

in "The Procession of Life" (1843), he describes some of the
"varieties of misery that human nature can endure":
The prison, the insane asylum, the squalid
chambers of the alms house, the manufactory where
the demon of machinery annihilates the human soul,
and the cotton field where God's image becomes a
beast of burthen . . .

(802)
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But slavery is not given a special place among the
human miseries, and a solution to the problem is not
offered.

Instead, the point of this allegory is that when

we die and go to meet our maker, "the last will be first."
As a practical solution, this is hardly so great a comfort
to a man in chains as a piece of bread would be, much less
freedom.
By 1852 Hawthorne's posture toward slavery had been
set; the remainder of his energy on the issue would be
devoted to maintaining and defending the position at which
he had arrived.

In the Life, the value of being on one side

of the abolition issue and not vacillating is demonstrated
with a description of the actions of John Atwood, a
candidate in the Democratic primary for Governor of New
Hampshire in 1850.

Atwood, as Hawthorne describes it, was

first for the Compromise and the Fugitive Slave Law, but
then--in an attempt to appease the abolitionist faction
--wrote a letter saying that he was against the Compromise
and especially the Fugitive Slave Law.

When this

inconsistency was found out, he switched back to his
original stand only to then waver back to the abolitionists
once more.

The result of this inconstancy on a position was

defeat for Atwood (Life 418-21).
Atwood, says Hawthorne, was
attempting a feat that would have baffled a
Colossus,--to support himself . . . on both
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margins of the impassable chasm that has always
divided the anti-slavery faction from the New
Hampshire Democracy [pro Compromise]. .

. [He]

attempted first to throw himself upon one side
of the gulf, then on the other, and finally
tumbled headlong into the bottomless depth
between. (421-2)
This incident points up first, Hawthorne's belief in
political constancy and second, his own dualistic version of
the slavery crisis.

He states that Atwood has fallen into

"the bottomless depth between" the two sides of the issue.
Because Hawthorne views the issue as an opposition between
Compromise and aboliton rather than as freedom versus
slavery, the "bottomless depth" is merely the loss of a
political skirimish, not the loss of the soul of human
sympathy in an ethical war.

In other words, Hawthorne's

understanding of the battlefield of slavery was as one of
practical politics rather than idealistic principles.
In the passage about Atwood, Hawthorne also gives
implicit support to the Fugitive Slave Law (419)--a law
which allowed slaves who had escaped the South to be
recaptured as property in the North.

This support suggests

Hawthorne leaned toward a view of black people as chattel if
it served to seal a peaceful compromise between whites of
the North and South.
In retrospect, it is easy to see that the Compromise
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itself was not a "margin" on one side of the issue of
slavery--instead, as is inherent in its name, it was in the
middle and so was destined to plunge into the "bottomless
depth."

It did, eight years later, taking Pierce and

Hawthorne with it.
The Life was the first instance where Hawthorne
suffered social losses for the political gains he made from
writing.

At first, he claimed he had no intention of

accepting a political office in exchange for his work, but
later--partially because of the bitter reaction to his
authorship from the northern intelligentsia--he was to write
Bridge,
He [Pierce] certainly owes me something; for the
biography has cost me hundreds of friends here at
the north, who had a purer regard for me than
Frank Pierce or any other politician ever gained,
and who drop off me like leaves in consequence of
what I say on the slavery question.

But they were

my real sentiments, and I do not now regret that
they are on record. (American Notebooks 306)
Pierce did not let him down, offering him the Liverpool
Consulate--the best overseas patronage position of the time
(Bridge 135); however, Hawthorne was genuinely concerned
that he had damaged his reputation ("purer regard")--a
reputation he usually characterized as a "bubble."

The

damage was done partly by his association with slavery and
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partly by his association with politicians at all.

Even

Hawthorne himself had expressed a negative opinion of
politicians to Sophia in a letter of March 15, 1840:
I do detest all offices--all, at least, that are
held on a political tenure.

And I want nothing to

do with politicians--they are not men; they cease
to be men, in becoming politicians . . . their
consciences are turned to India rubber--or to some
substance as black as that, and which will stretch
as much.

(qtd. in Stewart, "Hawthorne and

Politics" 240)
However, Hawthorne was not a stereotypical politician;
instead he was--as he made Pierce out to be--loyal and
unswerving in the commitment to his ideas and friends.

He

may have taken political jobs to earn money, but his morals
were not for sale.

No evidence exists that he compromised

his personally held convictions for money, power, or
recognition with the central exception that work in any
field other than imaginative writing stopped his pursuit of
the transcendent idea through art.

Hawthorne, however, saw

this as a necessary and justified sacrifice for his family's
well-being and to a future where such interruptions in his
writng career would no longer be imperative.
Hawthorne performed his duties as an office holder
dilligently with the attitude of an honest day's pay for an
honest day's work.

He also took advantage of his close
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association with Pierce to influence decisions about
patronage position awards and gladly gave advice on
politicking for such positions to his friends (Cortissoz
144-62).
For example, Hawthorne gave this advice to Richard H.
Stoddard, a friend and poet, on how to present himself as
interested in a postion:

"A subtle boldness, with a veil of

modesty over it, is what is needed" (qtd. in Cortissoz 152).
We may remark in passing that this advice very well
describes Hawthorne's own style of writing, particularly in
the case of the prefaces to his work.
To a number of observers at the time of the publication
of the Life, this ability in the poitical patronage game
appeared incongruous or even antithetical to the concept of
the romantic artist.

An article in the New York Herald of

September 23, 1852, states that Hawthorne is "a very elegant
prose writer, and possessed of fine genius, which, however.
is now prostituted to the ignoble job of writing an
electioneering Life of General Pierce [sic]."

Hawthorne is

an example of the "degradation of respectable literary
talent . . . to the dirty business of political
subserviency"

(qtd. in Cortissoz 138).

In contrast, Charles Hale wrote in Today: A Boston
Literary

Journal, "Since we must have campaign biographies,

we are glad that General Pierce has fallen into the hands of
so accomplished a writer . . ."

(qtd. in Cortissoz 138).
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Evert Duyckinck, an early admirer of Hawthorne and an
important force in publishing, paid Hawthorne a less
back-handed compliment and even defended the role of the
writer in politics in an article in Literary World.
Hawthorne's work was "quite within the duties of a man of
letters."

In fact a writer "ought to take an active part in

the affairs of the world."

With Hawthorne particularly in

mind, he stated, "The subtle metaphysical analysis in which
his pen has had somewhat too limited and painful a range
[was now brought into] a healthy encounter with reality"
(qtd. in Cortissoz 142).
Duyckinck here identifies the dynamic between practical
and ideal in Hawthorne's work.

He suggests that Hawthorne

was leading a cloistered life and that the air in the room
where his imagination resided had grown foul.

A "healthy

encounter with reality" is prescribed as a way to revitalize
his work.

This article is also a source for the view of

Hawthorne as detached

from society in a way so unhealthy

that it created a morbid mindset capable of producing tales
of the blackest thematic pitch.
However, Hawthorne, himself, was not so detached as
Duyckinck thought.

Hawthorne was well aware of the effect

of his political views in the practical world.

They were

his "real sentiments," and he would stand by them no matter
what the cries of derision.

In addition, he was aware of

the effect of his practical world on his writing and his
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writing upon his practical world.
This symbiotic relationship is best described by the
pastoral pattern within which a confusion can arise
concerning the nature of the pastoral world.

Though this

world is usually considered ideal, to an artist like
Hawthorne, who concentrated on the romance, it had its
practical aspect not only as a source of rejuvenation but as
a source of material.

For most of us, the pastoral pattern

would involve a journey from the practical, workaday world
to the ideal, pastoral world and then back to our everyday
existence.

But for the pure artist, the ideal world of

creation is his "real/practical" world.

The elemental

nature revived in the artist Hawthorne by the return to a
pastoral world was lost not because of too much connection
with the mundane practical world, but rather because of too
little contact.

The imagination is rejuvenated to practice

art, rather than awakened to the existence of the ideal in
the practical world.

That is, Hawthorne's move to a

pastoral world was a search for surfaces that he could use
to clothe the machinations of his ideal imagination.
When in the summer of 1853, Hawthorne and his family
moved to Liverpool, he was following the pastoral pattern;
however, it was not a step back into a simpler and more
natural world to find material, but rather, by going to
England, a step back into his literary tradition and past.
He reacted to the England he discovered in much the same way
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he did to Brook Farm--with a skeptical enchantment, which
ultimately became at once disappointment and one of the
greatest delights of his life.
In purely financial terms, Hawthorne's trip overseas
was an unmitigated success.

In seven years he managed to

pay off his debts; travel throughout England, France and
Italy; and save thirty thousand dollars.

If one contrasts

these earnings with Hawthorne's previous annual income of
twelve hundred dollars, one can see that Hawthorne in seven
years--three of which he was not employed at the
consulate--earned what it otherwise would have taken him
twenty years or more to accumulate.
In political terms, the stay in England brought forth
Hawthorne's already well developed reactionary brand of
patriotism.

During this time, Hawthorne associated closely

with the "Young America" movement as Lawrence Sargent Hall
shows in his study Hawthorne- Critic of Society.

Hawthorne

clearly stated his support for George N. Sanders, one of the
leaders of the movement, who was London Consul early in
Hawthorne's tenure at Liverpool.

Sanders' positions

included supporting America's arming of the Irish against
the British and advocating a plot to assasinate Louis
Napoleon.

Sanders was soon removed because of these views,

but Hawthorne never retracted his support (Hall 105- 7)
"Young America" saw the United States as the Moses-like
world leader of the oppressed marching to freedom on the
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road of democracy.

Hall cites this passage from The

Democratic Review of June, 1852, as an example of their
rhetoric:
America springs to her position among the nations,
and the oppressed of the earth . . . will derive
new strength, and higher and more certain hopes,
from him whom a great nation has sought out in the
valleys of the White Mountains [Franklin Pierce],
to lead its youngest and its greatest generation
to the battle for the world's liberty, and the
fulfillment of its magnificent destiny. (qtd. in
Hall 109-10)
Hawthorne's stories set in pre-revolutionary America
contained a similar faith in the destiny of America, so his
support for "Young America" is not a new idea to him but a
As had

confirmation of what he already knew to be true.

been true in his earliest stories, the enemy of the
oppressed and the American was the aristocracy.

The early

stories contained a clearly political battle against the
aristocracy in the form of British tyranny with the common
people being led by heroes such as the "Gray Tlampion"
Endicott.

and

By the 1850s, this battlefield had moved to the

social arena with Holgrave and Phoebe in The House of the
Seven Gables overcoming moneyed tradition and the
inevitability of inherited social status.

By the time of

The Marble Faun in 1860, Hawthorne shows, in the form of
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Hilda's and Kenyon's marriage, the victory of America over
European social and cultural decadence in the form of
Miriam's and Donatello's ravaged lives.

At this time,

Hawthorne also adds to the attack on political and social
aristocracy an indictment of the artistic tradition of
Europe.
The most clearly demarcated of these oppositions
against the social, artistic, and political traditions of
Europe was the political.

Though "Young America" believed

in destiny, they were not content simply to allow
"providence" to assert the political might of America.
were also willing to act in politically

They

radical ways to

help the oppressed of Europe throw off their shackles.
Paradoxically, they felt exactly the opposite about American
slavery.

Hall suggests that they swept slavery under the

rug when in European company so as to present the appearance
of a politically strong and united front in America to the
monarchies of the world (152).
It should also be noted that though "Young America's"
proposed methods were radical, their concept of democracy
was conservative with strong overtones of chauvinism.

For

instance, Hawthorne while in England said,
Nothing is so absolutely abominable as the sense
of freedom and equality, pertaining to an
American, grafted on to the mind of a native of
any other country in the world.

I do HATE a
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naturalized citizen; nobody has the right to our
ideas, unless born to them. (qtd. in Hall 122)
Psychologically, this hatred in Hawthorne took as its
flashpoint the imperiousness of England.

The condescension

the British showed America derived from the British view of
the Island's superior tradition, a superiority which
Hawthorne as a writer of English had to accept, at least
subconciously. Hawthorne, however, was sure that American
democracy was superior to any European political tradition,
and interestingly, he took the same imperious attitude
towards other political societies that Europeans maintained
toward the arts in America; whence came his aristocratic
reaction to foreigners trying to adopt freedom and his
insecure response to British snobbery in a letter to Ticknor
of October 1856:

"The English expect to see the Republic

crumble to pieces, and are chuckling over the anticipation.
This is all nonsense, of course; but it grinds me,
nevertheless"

(qtd. in Hall 152).

Politically, this invective derived partially from
tense diplomatic relations between Britain and America at
the time (Hall 111), which led Hawthorne, personally, to
side with Tsar Nicholas I in the Crimean War under the very
dubious opinion that Russia fought for the oppressed.
This view shows clearly the reactionary Hawthorne, a
person not so much for democracy as against aristocracy--and
especially a man against British aristocracy--for the Tsar's
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foreign policy included assisting any established government
faced with revolt (including Britain and America), under the
theory that uprisings would give his own people ideas of
liberation.
Hawthorne never put the more radical altruistic parts
of his world view into practice, choosing instead to perform
the fiduciary and diplomatic duties of his consulship
vigorously and competently.

However, Hall cites Hawthorne's

efforts to reform the way sailors were treated by
ship-masters as an example of Hawthorne's belief in the
ability of politics to attain to altruistic and ideal goals.
In fact, Hawthorne worked throughout his stay at the consul
and even on his return to America to effect some change on
this issue, but he never did find a powerful enough set of
sympathetic ears (Hall 14-25).

He even appealed to his

friend Charles Sumner, an abolitionist senator, for help:
Let slavery alone for a little while, and attend
to this business (where much good may, and no harm
can possibly, be done).

. . These

shipping-masters should be annihilated at
once;--no slave drivers are sc wicked as they, and
there is nothing in slavery so bad as the system
with which they are connected.

(qtd. in Hall 16)

Over and over again in this period of Hawthore's life,
he shows his awareness of the slavery problem and a stubborn
refusal to recognize its seriousness.

Writing his
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sister-in-law, Elizabeth Peabody, near the end of his term
as consul, he said, "I do assure you that, like every other
Abolitionist, you look at matters with an awful squint,
which distorts everything in your line of vision; and it is
queer though natural, that you think everybody squints
except yourself"

(American Notebooks

328).

Hawthorne had also had enough of politics.

By this time

He wrote Bridge:

"It will be a great relief to me to find myself a private
citizen again; and I think the old literary instincts and
habits will begin to revivie in due season"
157).

(qtd. in Bridge

On this same point, he had written Bridge two years

earlier, "I still hope to thrive by my legitimate
instrument-- the pen"

(qtd. in Bridge 145).

So, though Hawthorne was a competent politician, he
saw himself intrinsically as a writer and an artist.

If he

had been a seeker of power and fame, he could have stayed on
with the Consul, for the President after Pierce was
Buchanan, who befriended Hawthorne while serving as
ambassador to England at the same time Hawthorne was at
Liverpool.

But for Hawthorne the quest for fame was to come

through what he loved to do, what gave him his
identity--writing.
Though we may call this an idealistic decision,
Hawthorne had prepared his practical circumstances for such
a choice.

He had saved enough money to care for his family;

indeed, he had shown a knack for legitimately wringing all
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the money he could out of his political position (Hall 57)
After his resignation in 1857, he spent the next two
years touring Europe and writing.

He supervised the

publication of the result of these two years, The Marble
Faun, from England in 1860, while William Ticknor, his
publisher, handled the publication in America, thereby
assuring the copyright of the book on both sides of the
Atlantic--an eminently practical move.
The Marble Faun was to be Hawthorne's last work of
creative fiction.

Critical reaction to the work ranges from

Nina Baym's that the romance "is by far the most complex and
ambitious of Hawthorne's mature romances" (229), to Von
Abele's opinion that the work "is an almost total loss"
(85).

Hawthorne, himself, claimed that he had "never

thought or felt more deeply, or taken more pains . . ." with
a work (qtd. in Von Abele 85).
The book is hardly "a total loss," but the structure
is, at least initially, very unsatisfying.

The resolution

of the tale is unclear, as is what becomes of the major
characters and what their specific relationships to events
has been.

Much of the book is given over to lengthy

digressions (even for Hawthorne) on the scenery in and
around Rome and to discussions of painting and sculpture and
the method for producing them.

These cannot be said to be

necessary to the plot.
But it is as an exploration of complex themes that The
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Marble Faun has earned a reputation as an important work.
In particular, the theme of "the fortunate fall" is
discerned by readers.

This reading holds that man's fall

from God's grace- which allowed him self-knowledge--can
bring man a greater understanding of God's grace by a
comparison to enlightened understanding of the fallen world.
The theme also underlies many of Hawthorne's earlier works
where the protagonist pursues a knowledge outside the realm
of the physical world.

Characters such as Brand or Aylmer

discover the limits to knowledge by failing in their attempt
for a perfect absolute which belongs to the spiritual world
or God.

Hawthorne's earlier characters, however, reject

faith and rely only on themselves to find the truth.

Their

arrogance is the key to their destruction, but-- unlike the
common characters with whom they are juxtaposed--they are
aware of the choice between grace and a fallen life.

Even

if these protagonists choose incorrectly, they are not
viewed as weak by Hawthorne or the reader.

Instead they

represent the downside, so to speak, of the fortunate fall.
Another theme commonly located in The Marble Faun is
the nature of "true art," particularly as a route to
self-knowledge and a road to absolute truth or beauty.
Roman setting helps focus this discussion on art's
relationship to tradition rather than the social or
inspirational aspects discussed in "The Artist of the
Beautiful" and "Drowne's Wooden Image."

However, the

The

126
search for a foothold from which inspiration can be grasped
is present as it is in all Hawthorne's booklength works.
On this head, Hawthorne says in the preface to The
Marble Faun:
Italy as the site of [my] Romance, was chiefly
valuable to [me] as affording a sort of poetic or
fairy precinct, where actualities would not be so
terribly insisted upon, as they are, and must
needs be, in America.

No author, without a trial,

can conceive the difficulty of writing a Romance
about a country where there is no shadow, no
antiquity, no mystery, no picturesque and gloomy
wrong, nor anything but a common-place prosperity,
in broad and simple daylight, as is happily the
case with my dear native land. (854)
Hawthorne implies that he has found such a "precinct"
in Rome.

So by applying Anhorn's pastoral pattern,

Hawthorne's trip overseas becomes an attempt to discover a
more elemental/natural self in his cultural past.

He then

returns with the attempt to frame and record that experience
in the form of a tale, relying on his extensive notes to
provide realistic and symbolic detail to the Romance.

The

setting derived from these notes becomes a medium amenable
to transcendent and transporting ideas--to name a

few--the

fortunate fall, artistic tradition, and human psychology-while attaining a symbolic richness--for example Donatello's
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and Hilda's towers--so that meaning is found not only in
action but in the setting containing the action.
In his book The Sins of the Fathers, Donald Crews
describes "Miriam's symbolic nature" as "the culmination of
multiple innuendos," but we can apply Crews' understanding
of that symbolic nature to all the characters and events in
the story.

This multiple innuendo produces the complexity

of the book of which Baym spoke.

The love for allegory

remains, but it is played out in such an unresolved fashion
as to allow multiple interpretations.

Hawthorne confidently

lays out the site for making meaning but does not insist on
a specific theme emerging.

Instead, a glimpse at the

ineffable is provided.
This structure is partially inspired by the Europe
Hawthorne discovered in the shape of his artistic heritage.
The past that had been his muse, and that he thought he
would find manifested in the milieu of Europe in a way
impossible in modern America, was not actually so
manifested.

Instead, it was the contemplation of that past

which had inspired his imagination.
Hawthorne says as much in his essay "Lichfield and
Uttoxeter" from Our Old Home where he describes his
disappointment in failing to find a place associated with
the boyhood of Dr. Johnson:
A sensible man had better not let himself be
betrayed into these attempts to realize the things
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which he has dreamed about, and which, when they
cease to be purely ideal in his mind, will have
lost the truest of their truth, the loftiest and
profoundest part of their power over his
sympathies.

Facts, as we really find them,

whatever poetry they may involve, are covered with
a stony excresence of prose, resembling the crust
on a beautiful sea-shell, and they never show
their most delicate and divinest colors, until we
shall have dissolved away their grosser
actualities by steeping them long in the powerful
menstruum of thought.

And seeking to actualize

them again, we do but renew the crust.

(135-6)

This experience recalls Hawthorne's discovery that
Arcadia did not reside at Brook Farm, and is analogous to
his theory of the limits of creation of practical
communicative art from an ideal concept.

The inspiration of

a story is the "beautiful sea-shell" transmitted by the
"crust" of prose, which will be "dissolved" by the
imaginative process in the reader's mind but turned crusty
again when the reader tries to explain the beauty of what he
has read.
In Italy, Hawthorne was also disabused of his "ideal"
of the European cultural past when he saw that ideal take
form.

The

Marble Faun's Roman setting is built upon

decaying ruins that are at once grotesque and beautiful.
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For example, Hawthorne describes "the cemetery of the
Cappucini" where Monks' old bones are piled on top of each
other "looking as if they were wrought most skilfully in
bas-relief" (1013).

Hawthorne also describes the Appian Way

just outside Rome where ruins everywhere rise up and where
"a spade can scarcely be put into that soil, so rich in lost
and forgotten things, without hitting upon some discovery
which would attract all eyes in any other land"

(1205).

The tradition of European and British art which
Hawthorne recognized as his primordial influece was shards
and decaying clumps of once great works when viewed at close
range.

On a visit to the British Museum, Hawthorne

exhibited nothing but loathing for the Elgin Marbles and
stated that "the world [was] accumulating too many materials
for knowledge [so that] we do not recognize for rubbish what
is really rubbish" (English Notebooks 242).
Perhaps the main thing that troubled Hawthorne when he
saw so much great art and tradition in ruins was the
recognition that his own works--his own reputation--was
likely to achieve the same anonymous and ignominious fate as
the rubble around him.

We may also detect a concern that he

would not be able to find a way to wedge himself into the
canon of the great writers when he says "the world is
accumulating too much material."

For, though Hawthorne

often derided the ambition of literary reputation, it was an
ambition that was with him always and deeply.

He predicted

130
the public's reaction to The Marble Faun in a letter to
Fields of February 11, 1860:

"My own opinion is, that I am

not really a popular writer, and that what popularity I have
gained is chiefly accidental . . . possibly I may (or may
not) deserve something better than popularity .
(Portable 688).
Hawthorne hints here in his typically ambiguous and
modest form at the ideal hope of every writer who pursues
his craft for artistic reasons--the apotheosis into the
canon.

He knows there is a thing for a writer "better than

popularity" and that thing is a lasting reputation.

In this

world, this reputation is of little practical value;
instead, the pursuit is like the pursuit of glory:

it is a

hallmark of the proud.
Hawthorne's psychological relationship to the canon is
analogous to his and "Young America's" political
relationship to the aristocracy.

Hawthorne was not so much

pro-democracy and progress as he was anti-monarchy and the
tradition of privilege, but these very monarchist
governments were the producers of the great works of art.
They could use their long tradition to belittle both the
new-comer American artist and politician.

The new-comer's

response was reactionary toward the rules delineated by that
tradition.

They attacked the tradition by trying to

annihilate and bury its precepts; however, in the very
process of their rising against these precepts, the precepts
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were learned and adopted.
This dynamic is suggested by Harold Bloom in his book
A Map of Misreading, where he calls it the "psychology of
belatedness" (35-6).

Bloom says that writers after and

including those of the British Romantic period recognize
that their work is directly influenced and is an imitation
of all the writers that came before them.

In an Oedipal

sense, they attack their forbearers and create work that
claims to be something revolutionary.

But Bloom--following

I think, T.S. Eliot's article, "Tradition and the Individual
Talent"--shows that literature is judged for worthiness in
the canon by comparison with all the literature that has
come before it (Eliot 431-2).

So that the attack on the

predecessors by the later author brings the earlier authors
more to life and closer to immortality in the very attempt
to destroy them.

Even if the forbearers do not surface in

the author's text, they remain a powerful undercurrent as a
counterpoint (Bloom 62).
The emerging America of the mid-nineteenth century had
a similar political, cultural, and social relationship to
Europe, claiming to be a new nation unlike any other, while
basing the paradigms of its culture on those of Europe's.
This dynamic between mentor and protege partially explains
Hawthorne's anger at being condescended to by the British.
He was being looked down upon by a British tradition he
respected and suspected was superior to his American
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tradition, simply because the British was older.

He said of

the British, "These people think so loftily of themselves,
and so contemptuously of everybody else, that it requires
more generosity than I possess to keep always in a perfectly
good humor with them"

(Our Old Home 45).

In other words, Hawthorne both hated and revered the
This animosity is manifested

traditional European culture.

in his derision of the British in his notebooks and in Our
Old Home. At the same time, reverence is implied by the very
title "Our Old Home."
affinity for Europe.
March 30, 1854:

Further his letters demonstrate an
He wrote to Bridge from Liverpool on

"It sickens me to look back at America

. if it were not for my children I should probably never
return . . ." (Bridge 136).

And ten years later, feeling

ill, sitting at the Wayside two months from death, he would
write to Fields on February 25, 1864, "If I could but go to
England now, I think the sea voyage and the 'Old Home' might
set me right" (Portable 693).
His "Young America" pose, then, is a way to lash back
at the class of people in Europe who act superior to the
American artist and who will not admit the artist into their
tradition.

On the other hand, his desire to stay in the

European society is grown out of a yearning to join that
very tradition and achieve lasting fame.

In essence,

Hawthorne was trying to overthrow and adopt the tradition at
the same time.

He hated the political and social climate of
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Britain but admired the artistic tradition that that very
climate had allowed to thrive in a way impossible in
America.
Critics from Britain such as Richard Holt Hutton saw
this British undercurrent in Hawthorne.

Hutton wrote in

"It is curious that by far the most original of

1864,

American literary men strikes us so often both in style and
substance, as nearer the classical standard of English
authors than any Englishman we could produce" (qtd. in Faust
138).

This criticism suggests other writers who adopted

older diction and style (particularly one of Hawthorne's
favorites--Spenser) to create the impression of an instant
classic--a work instantly part of the tradition and the
vanguard.
Despite the connection to "old" England, Hawthorne did
return to New England early in 1860, intending to retire to
the Wayside.

He had a tower constructed in which his study

would be built, allowing him to look out over the hills of
Concord and write.

Finally, everything in his practical

world was right--he had money, he had a home, he had the
privacy of his study, and he had time to write.

However,

Hawthorne would never finish another work of fiction.
One would expect that after resolving the needs of
both his practical and artistic worlds, Hawthorne would
blossom.

A number of causes for Hawthorne's failure to do

so in his last four years have been proposed.

The most
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obvious and best documented are a deterioration of his
health (perhaps stomach cancer) and the effect of the Civil
War on his imagination.
How these two external factors are understood in
relation to Hawthorne's career and character is influenced
by how the scholar interprets the course of Hawthorne's
career.

Those such as Baym

see Hawthorne as becoming more

skilled as his career progressed and fighting to overcome
circumstance.

Others such as Von Abelle see Hawthorne's

career as a steady decline and see his final failure to
produce as the logical end to his gradually failing power.
The most common view is one that sees Hawthorne as reaching
a high level of skill early and then fighting to maintain
quality, explore meaning, and communicate effectively
throughout his life.

This middle view sees Hawthorne's

failure as a victory of circumstance at the expense of art.
We will adopt elements of all these theses for they are
not mutually exclusive.
so much

Hawthorne's career was marked not

by development or disintegration as by a stubborn

insistence on standing still.

Both artistically and

politically, he was a man who valued integrity and courage
highly and by combination of those qualities valued the
courage to stand by what one believed most highly of all.
Detected evidence of movement, then, is simply changes in
the scenery behind Hawthorne, like the apparent motion in a
stopped train looking at a moving one, rather than any
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change in Hawthorne himself.

He reacted to the changes of

history with an obstinate, conservative belief in tradition
and an attempt to be a pragmatist without sacrificing his
ideals.
Baym claims that during Hawthorne's final period he
"made a start at Trollope's kind of writing" (277).

She

sees in the fragment, The Dolliver Romance, a new willingnes
to experiment with the form of realism as exemplified by the
Victorian novelists.

As evidence, she cites the voice in

Our Old Home as being of "not a romantic poet but a
Victorian sage" (277).

She claims this shift to realism was

"a radical reformulation of his role as an artist," that it
was a recognition that the romance form would have to "be
left behind" so as to reach the new audience (278).
However, seeing Hawthorne's dilemma as a choice between
the realistic novel (representing the practical, commercial
world) and the Romance (representing the idealistic,
artistic world) ignores Hawthorne's lifelong ability to work
in the realistic mode effectively.

Hawthorne simply held

onto the idea that realism was subservient to the attempt of
Romance to transport readers beyond the limits of temporal
experience.

Realistic elements were used only to engage

readers at the literal level and pull them into the deeper
meanings of the story.

The Dolliver Romance appears

realistic precisely because it is a fragment with only the
surface created.

The romantic artistic effects with which
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he wished to reinforce the surface were never added.
Hawthorne had resigned himself to the fact that he
would not be a popular writer, but as we have seen, he
retained hopes of more enduring literary fame.

The notion

that he had lost faith in his ability to communicate through
the shadowy romance and was pursuing fame through the
popular realistic novel is usually supported by the section
of the letter to Fields of February 11, 1860, concerning the
works of Trollope.

Hawthorne says,

They precisely suit my taste; solid and
substantial, written on the strength of beef and
through the inspiration of ale, and just as real
as if some giant had hewn a great lump out of the
earth and put it under a glass case.

(Portable

688-9)
In the same letter, however, Hawthorne says he is not
able to write such works.

Further, we may sense a

backhandedness in Hawthorne's admiration of Trollope being
"solid and substantial." These are Hawthorne's words for the
practical common man, not the true artist.

Solid substance

is for creating a foothold from which to communicate great
ideas, but it is not a great idea in and of itself.

Surface

realism is not enough to create great art.
In an article he wrote in 1879 after reading
Hawthorne's words about him, Trollope discussing the ending
of The House of

the Seven Gables says that it is "quite
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unlike Hawthorne, and would seem almost to have been added
by some everyday, beef-and ale, realistic novelist, into
whose hands the unfinished story had unfortunately fallen"
(211).

Earlier Trollope had stated his feeling that the

romantic The Scarlet Letter was superior to the more
Victorian The House of the Seven Gables (210), and we see in
the phrase "unfortunately fallen" Trollope's opinion that
for Hawthorne the romance is the true literary vehicle.
Basically, there is more evidence that Hawthorne was
frustrated by not getting the form of the romance to work
for him at the end of his career than there is that he had
chosen to abandon that form for a new one.

Von Abele says

that Hawthorne's failure to finish another work in his last
four years and the gradual deterioration of his books to the
"total loss" of The

Marble Faun can be attributed to his

inability "to make a clear conscious fusion between the
elements of his abstract fable and the factual descriptions
of the landscape against which he sought to place them
." (102).
Von Abele sees Hcmthorne's career as an inexorable
decline. He describes Hawchorne's creative indecision as
analogous to a man with one foot on the dock and one on a
boat pulling away from that dock, who--when he can not
decide upon which ground he wants to set his feet--winds up
in the water (102) (an interesting but coincidental parallel
to the story Hawthorne tells about Atwood and political
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vacillation).

Von Abele's view does not admit, as most

other Hawthorne scholars' do, that the tension between
realism and Romance could produce a great work.

He contends

that when Hawthorne was successful, it was because he wrote
quickly without mechanically maneuvering his symbols and
images (46).
This lack of self-consciousness while writing also
provides strength to Hawthorne's works in Donald Crews'
psychoanalytic approach.

In the final works, Crews also

sees Hawthorne as attempting to reconcile his realistic and
artistic impulses:
It is as if the thread connecting Hawthorne's
plot devices to their meaning had been put under
such strain that it finally snapped, leaving the
author with his assembled contrivances and a dim,
maddening recollection that they used to have some
significance. (245)
This state of things is apparently brought on by
Hawthorne's repression of an Oedipus complex (his father
died when he was four and he lived with his mother until he
was thirty-six).

The only essential difference," Crews

says, "between Hawthorne's first phase and his last one is
that (in the last phase he] insulated his characters more
thickly against the erupting of repressed emotion" (247).
Crews' readings are some of the most insightful and
entertaining in all of Hawthorne scholarship, but it is not
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necessary to locate Hawthorne's failure in the psyche, as he
does, or in an internal artistic struggle as he, Baym and
Von Abele do.

External events also had a bearing on

Hawthorne's ability to create.
Millicent Bell in her excellent study entitled
Hawthorne's

View of the Artist writes,

He seems to have faced some sort of crisis .
which resulted in the obstruction of his working
power. . .

The posthumous novels [the fragments

written from 1860-64] bear witness to a paralyzing
indecision, symbolized in the inability of his
heroes to determine their allegiance to the
present or to the past, to Europe or to America.
(204)
Bell's argument is partially based on the idea that the
American environment was simply not conducive to the artist
(202- 3).
America.

Hawthorne was not overly happy to be back in
For one thing, there was no tradition of art to

support him; for another, he had to confront the fact that
his country was ready to tear itself apart in a Civil War,
which to him seemed to be being fought over the absurd idea
of freeing the slaves.

So, as Bell says, Hawthorne was

disaffected both politically and artistically from America.
Further, he was not completely at ease with this
disaffection because his option was the tradition of
Europe--the Europe he had reacted against all his life (203-
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4).
Ironically, the America he had called unsuitable for
creating romances because it had nothing "but a common
prosperity" now became unsuitable because of the violence of
the Civil War.

It

turned out that American prosperity had

provided a peace necessary for artistic meditation that was
as valuable creatively as the European "gloomy wrongs" which
provided a romantic foothold.
In his article "Hawthorne and the Civil War," Randall
Stewart concludes that though the war did not kill
Hawthorne, "the inference seems inescapable that it crippled
his creative faculties" (106).

Stewart shows in his study

that there was a synergy of factors conspiring against
Hawthorne's success as a writer and against his health.

One

despondency piled upon the next.
That Hawthorne was not physically well most of the time
he was back in the United States is well documented in
Julian Hawthorne's biography of his father, Hawthorne and
His Wife.

He says that his father used to take long walks,

but "he took few or no long walks after his return to
America. . . . His physical energy was on the wane and he
lost flesh rapidly" (269).
Hawthorne's health had been declining before he had
attempted to write again and before the beginning of the
Civil War.
a bit.

In fact, the beginning of the war perked him up

He wrote Ticknor on May 16, 1861, "If I were younger
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I would volunteer" (qtd. in Stewart, "Civil War" 91); and he
wrote Bridge nine days later,

"The war, strange to say, has

had a beneficial effect upon my spirits, which were flagging
wofully (sic) before it broke out" (qtd. in Julian Hawthorne
276-77).
This enthusiasm was to dissipate soon, and it would
become clear that the friend to Compromise and Franklin
Pierce would not be popular in the New England intellectual
abolitionist circles.

What effect this was having on his

writing in 1860 and '61 is unclear, but he had produced
nothing except some articles for the Atlantic Monthly about
England, which would eventually be collected in Our Old

Blogg.

By the winter of 1862 (winter according to Julian was

Nathaniel's best time to work (323)), he wrote his editor:
I am not quite up to writing yet. . . . You ought
to be thankful that (like most other broken down
authors) I do not pester you with decrepit pages,
and insist upon your accepting them as full of the
old spirit and vigor

. . Seriously, my mind has

for the present, lost its temper and its fine edge
. . Perhaps I shall have a new spirit of vigor
if I wait quietly for it; perhaps not."

(qtd. in

Julian Hawthorne 323-24)
Though his mind may have lost the "fine edge" for
creating romances, he was still capable of writing essays
based on reality as he saw it.

In his article "Chiefly
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About War Matters," he showed that he understood both sides
of the war.

The article was attributed, not to Hawthorne,

but rather to a "Peacable Man." Still its moderate
anti-abolitionist stance was considered by Fields, the
editor, to be a bit too provocative for the war- crazed
North.
Hawthorne balanced the piece by adding--in the guise of
the editor--footnotes which ridiculed the points in the
text.

It is a clever device and one that shows Hawthorne

was not at this time aloof in his tower at the Wayside, but
instead was caught up by the war like everybody else, albeit
with an unusual view for a Northerner.
For example, about John Brown he wrote, "Nobody was ever
more justly hange'" (327).

Then he wrote in a footnote

appended near the end of the passage, "Can it be a son of
old Massachussetts who utters this abominable sentiment?
For shame" (328).
Hawthorne's fine writing style was still intact as was
his humor, though it seems blacker particularly considering
an ongoing war was its subject.

Because the article was

published anonymously, it did not attract enmity to
Hawthorne; but when he published Our Old Home with a
dedication to Franklin Pierce in 1863, the abolitionists
were inclined to see Hawthorne as a fool or worse.

The

Hawthorne bibliographer Bertha Faust uses the generous
phrase, "politically incorrigible" (132), giving the
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impression that Hawthorne was viewed as an eccentric but
harmless old uncle.
Perhaps this was the case with Hawthorne, his artistry
buying him some indulgence; but in the North, his friend
Pierce was considered, if not an out-and-out traitor, at
least a man of suspect loyalty.

Many, including Fields,

urged Hawthorne to excise the dedication to Pierce.
Loyally, bravely, and stubbornly Hawthorne replied:
I find it would be a piece of poltoonery in me to
withdraw either the dedication or the dedicatory
letter.

My long and intimate personal relations

with Pierce render the dedication altogether
proper, especially as regards this book, which
would have had no existence without his kindness;
and if he is so exceedingly unpopular that his
name is enough to sink

the volume, there is so

much more need that an old friend should stand by
him.

I cannot merely on account of pecuniary

profit or literary reputation, go back from what I
have deliberately felt and thought it right to do;
and if I were to tear out the dedication, I should
never look at the volume again without remorse and
shame.

As for the literary public, it must accept

my book precisely as I think fit to give it, or
let it alone." (qtd. in Stewart, "Civil War" 100)
Here we see clearly that Hawthorne valued his own
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personal integrity and the value of steadfastness over
money, certainly, and even over his literary reputation.

He

may or may not have been able to predict the violence of the
reaction to the dedication, but his act does show courage.
As it turned out, reaction was fairly mild.

Coincidentally

at the time of publication, a letter that Pierce had written
to Jefferson Davis before the war had started was also
published.

It made Pierce look like a traitor.

Stewart

concludes that some of the "odium" attached itself to
Hawthorne also (Stewart, "Civil War" 101-2).
Concerns about sales of Our Old Home were unfounded,
for the book sold two editions quickly, largely on the
notoriety of the dedication.

At this point, Hawthorne

became something of an outcast in the community.

Emerson,

who had ripped the dedication out of the book before adding
it to his collection, wrote in his journal shortly after
Hawthorne's death regarding Hawthorne's relationship to the
rest of the intellectuals in the Concord area: "He had
removed himself the more by the indignation his perverse
politics and unfortunate friendship for that paltry Franklin
Pierce awakened" (qtd. in Faust 135).
Julian claims that Hawthorne was not at all bothered by
the cold shoulder (272), but it is clear Hawthorne was
becoming more aloof.

His political views on slavery and his

firm commitment to loyalty had brought him into conflict
with the culture of his home state.

His reaction to the
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Civil War was no longer considered one way to "squint" at
the situation among many.

Instead it was wrong.

Critics who connect Hawthorne's literary decline to his
politics note this detachment.

For example, Hall sees
As

Hawthorne as bewildered and ennervated by the war.

evidence he cites a letter to Ticknor in which Hawthorne
says, "The war continues to interrupt my literary industry,"
and a section of Our Old H me--which was edited out--in
which Hawthorne said of the America of the present, "I can
judge little of these matters, and know not well what to
hope, although I can see much to fear" (158-59).

Hall

concludes that Hawthorne's fears and confusion were due to
looking at the Civil War for the disaster it was, rather
than in the more idealistic light of a Whitman or Emerson.
In particular Hall mentions that Hawthorne recognized that
"abolition" would not "solve . .

America's most pressing

sociological problem" (158).
This "problem" to Hall is racism which, however, was
not exactly the case, for the problem was not precisely
racism but slavery.

In the North, true evil was attached to

Pierce, not because he was a racist or pro-South or
pro-peace but because these stances made him pro-slavery.
Hawthorne, beside Pierce, accepted the same disparagement
for refusing to see the war as a battle for the liberty of
all men.
On this tack, Cortissoz states that "Hawthorne's
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reputation emerged from the shadow which association with
and defense of Pierce had cast" only well after the end of
the war and after Hawthorne's death in 1864.

The Christian

Examiner of 1865 called Hawthorne "the only exception to the
great fact, that every writer of eminence in the country has
been true to the country in the present war" (Cortissoz
222).
Hawthorne's poor health intensified his detachment.
Mrs. Hawthorne wrote her daughter Una at the end of 1863,
saying that it had been five years since Hawthorne had had a
"zest of life."

She is "amazed that such a fortress as his

digestion should give way.

But his brain has been battering

it for a long time--his brain and his heart"
Julian Hawthorne 333).

(qtd. in

Clearly Sophia saw some

psychosomatic relationship and, interestingly, also suggests
that the famous tension between head and heart is part of
the cause of his illness.

She continues in the same letter,

"Meantime he is nervous and delicate; he cannot bear
anything, and he must be handled like the airiest Venetian
glass .

. " (333).

This portrait puts us in mind of Clifford Pyncheon--the
broken man with the sensitive spirit crushed by the events
around him and losing the ability to fight against their
effects.

In his dedication to Our Old Home Hawthorne wrote,
I once hoped . . . that so slight a volume would
not be all that I might write.

These and other
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sketches . . . were intended for the side-scenes,
and back-grounds, and exterior adornment, of a
work of fiction . . . into which I ambitiously
proposed to convey more of various modes of truth
than I could have grasped by a direct effort .
I should not mention this abortive,
project, only that it has been utterly thrown
aside and will never now be accomplished.

The

Present, the Immediate, the Actual, has proved too
potent for me.

It takes away not only my scanty

faculty, but even my desire for imaginative
composition.

(3-4)

Overcome by his own ill health and the reality of the
American political scene, Hawthorne struggled to hold on to
his own romantic version of tradition and the past.

When he

wrote Elizabeth Peabody about Pierce, he could have been
writing about himself:

"Everybody else has outgrown the old

faith in the Union . . . but Pierce retains it in all
simplicity with which he inherited it from his father"
(qtd. in Stewart, "Civil War" 100).
The parallels at the end of Hawthorne's life to Major
Molineaux's of thirty years earlier are interesting and show
Hawthorne's incisiveness and his constancy to his vision of
the world throughout his career.

Major Molineaux had

inherited his position of power through being British and
had the same relationship to that tradition which empowered
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him as did Pierce and Hawthorne to the tradition of
revolutionary America.

Molineaux felt himself superior,

based on the romance and power of the tradition of the
British crown.

However, he ignored another understanding of

that crown--that it symbolized oppression.

When the rebels

overthrew him they "[thronged] in mockery round some dead
potentate, mighty no more, but majestic still in his agony.
On they went in counterfeited pomp, in senseless uproar, in
frenzied merriment, trampling all on an old man's heart"
(86).
The rebels saw the major as a symbol of tyranny, but
Hawthorne also shows us that he is more and less than a
symbol--he is also an old man.

As a youth Hawthorne had

been like Robin, entering the world and finding out that
tradition and experience were not necessarily exactly as
they appear.

But so many years earlier, Hawthorne also saw

a bitter rite of passage at the end of one's career: the
young man who had now become a "potentate majestic" would
have his old man's heart trampled upon. The Major and
Hawthorne had discovered that the reality they had created
for themselves through elitism and tradition had become an
object of scorn and enmity from people living a reality
whose legitimacy the old guard had never acknowledged.

The

very stalwartness and integrity that produced their most
admirable traits and which they saw as their most valuable
qualities had blinded them to the reality that had changed
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around them.
Hawthorne described this very point in another way in
"Old Esther Dudley."

Governor Hancock says to Esther as he

takes over the Governor's mansion,

"Your life has been

prolonged until the world has changed around you . . . you
are a symbol of the past

. And I, and these around me .

. . [cease] to model ourselves on ancestral superstitions,
it is our faith and principle to press onward! onward!"
(989).
Just so had the world passed Hawthorne by, and he
seemed to be quite aware of it.

The forces for realism in

literature were sweeping away his own romantic notions;
politically, his anti-abolitionist stance based on a
traditional reading of the constitution had been rejected;
and physically and mentally, he was being undermined in a
manner that allowed him to witness his own powers slipping
away; but to the end he stood courageously for what he
believed, refusing to be moved; and in April 1864, with
Franklin Pierce in the next room, he died unsure whether
his reputation as a writer had been destroyed by his
prideful insistence on a tradition which saw the artist as
superior to the common man.
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